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ABSTRACT 
              The People’s Republic of China (PRC) is composed of fifty-six ethnic groups 
with inherent diverse cultural traditions. The largest of these ethnic groups is the 汉
［Han］and the remaining fifty-five ethnic groups are given the name 少数民族,  
[ethnic minority]. The Communist government describes China as a unified multinational 
country. On the one hand, Chinese scholars and national policies advocate presentation of 
cultural diversity in China’s education system; on the other hand, they emphasized that 
diverse ethnic minorities contribute to a single united Chinese nationality as a whole, 
which is given the term Chinese nationality--中华民族. 
 The purpose of this study is to examine the K1–9 music textbooks—a series of      
texts titled simply 音乐 [Music]—designed by the Curricula and Textbooks Designing 
Centre at the Ministry of Education of the PRC. The study aims to understand how 
China’s government and scholars frequently represent China’s ethnic musical traditions 
by these widely used music textbooks in the mainland of the PRC. This central issues are 
addressed by the research question include:  1. How are ethnic musical traditions 
introduced to students in the textbooks? 2. How are musical and cultural differences 
between ethnic minorities and Han-Chinese represented in the textbooks? 3. Whose 
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cultural values and ideologies are signified in the selected ethnic musical materials and 
subjects of the textbooks? 
                This study applies the methodology of document analysis; research findings are 
discussed based on relevant theories of liberalism along with authenticity in cultural 
representation. They study concludes that Communist China is very concerned by ethnic 
separatism so that Chinese nationality (as a whole) and political unity of the country is 
enforced in education. The curriculum reflects the core value of socialism and patriotism. 
The ethnic music materials represented in those nationally used, government-designed 
textbooks enhance ethnic integration and cultural unity of the Chinese nationality as a 
whole. As a result, the textbook contents mostly reflect values of moral education 
emphasized in many national education policies, which address patriotism and national 
unity rather than authentically present ethnic music and cultures.  
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Glossary  
 
Chinese nationality, 中华民族 – The term has been used since 1922 and emphasizes a 
single united Chinese nationality.  
 
Curricula and Textbooks Designing Centre (CTDC), 教材课程制定中心 – The 
organization in charge of designing and  reviewing national textbooks. 
 
Diversity in unity, 多元一体 – First created by Chinese scholar Xiaotong Fei in 1989, 
the term indicates that diverse ethnic minorities contribute to a single united Chinese 
nationality.  
 
Ethnic minorities, 少数民族 – The name given to describe fifty-five different ethnic 
groups that comprise about six percent of the Chinese population. 
 
Han, 汉– The largest ethnic group in China comprising about ninety-four percent of 
China’s population.  
 
Ministry of Education (MOE), 教育部 – The ministry in charge of national education 
and associated activities, such as developing national education policies, curricula, and 
textbooks.  
 
People’s Republic of China (PRC), ?华????? – The country formally 
established in 1949 by Chairman Mao and the Communist Party.  
 
The People’s Liberation Army, 中国人民解放军 – The official name of the Chinese 
army.  
 
The People’s Education Press (PEP), ⼈人民教育出版社 – The press belonging to the 
Ministry of Education in charge of designing and publishing national textbooks and 
related supplementary materials. 
 
The State Council of the PRC (SCOPRC), ?华??????务? – The executive 
branch that possesses the primary political power of the PRC.
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Chapter 1: Introduction 
Context and Background 
The People’s Republic of China (PRC) is composed of various ethnic groups and 
diverse cultures. From the 1950s to the 1990s, fifty-six Chinese ethnic groups were 
identified based on Stalinist theories of nation and nationality, which define a nation as “a 
historically constituted, stable community of people, formed on the basis of a common 
language, territory, economic life, and psychological make-up manifested in a common 
culture” (Stalin, 1913). The largest of these ethnic groups is the 汉［Han], which 
accounts for about ninety-four percent of China’s population; the remaining fifty-five 
ethnic groups comprise about six percent of the Chinese population. These fifty-five 
ethnic groups are given the name 少数民族, meaning ethnic minority.  
A series of ethnic policies was formulated  by 中华人民共和国国务院  ［The  
State     Council of the PRC], which is a branch of  中央人民政府 ［the Central People’s 
Government of the PRC］ and is in charge of developing all of China’s national policies. 
According to Leibold (2013), the most influential policies formulated around the  twenty-
first century are   少数的民族区域自治［The Policies of Chinese Ethnic-Minority 
Regional Autonomy ］(the State Council of the People’s Republic of China [SCOPRC], 
2005), 中国少数民族政策及其实践［Chinese Ethnic Minority Policies and 
Practices ］(SCOPRC, 1999), and 中国的民族政策与各民族共同发展［Chinese 
Ethnic Policies On Developing All Ethnic Groups ］(SCOPRC, 2009). Accordingly, 
“management of ethnic relations has long been top policy imperative” and therefore, the 
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principal purpose of Chinese ethnic policies is to enhance the relationship between the 
Chinese government and the ethnic minorities, as well as to strengthen the unity of China 
(Leibold, 2013, p. 1).  
The main principles of 中国的民族政策与各民族共同发展［Chinese Ethnic 
Policies On Developing All Ethnic Groups ］outlined by the State Council of the PRC 
are as follows: China is “a unified multi-national country,”  will “develop friendship with 
all ethnic groups and strengthen the unity of the country,”  will “accelerate economic and 
social development in ethnic regions,”  and “will protect and develop ethnic cultures” 
(SCOPRC, 2009). In addition to Chinese ethnic policies, Chinese scholars such as 
Xiaotong Fei have also acknowledged a kind of ethnic cultural diversity (Fei, 1989). 
When scrutinized, however, such diversity is quite limited due to heavy nationalistic 
leanings (Di, 2003; Fei, 1989; Ma, 2010; Xie, 2012; Zheng, 2009). On the surface, a sort 
of cultural diversity is described; nevertheless, Chinese scholars have emphasized that 
diverse ethnic minorities contribute to a single united Chinese nationality as a whole, 
described as中华民族, meaning Chinese nationality (Liang, 1922).  
This idea that diverse ethnic minorities contribute to a single united Chinese 
nationality as a whole was further described as 多元一体 [diversity in unity] by the 
Chinese scholar Xiaotong Fei in 1989. Han ethnicity is considered more developed than 
other ethnic groups according to Marxist-Leninist development theory, the theory that 
describes five different stages of a society: primitive, slave, feudal, capitalist, and 
socialist (Harrell, 2002). Han scholars argue that “minorities just emerging from a 
primitive or slave economy based on more generalized reciprocity are unlikely to be able 
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to succeed” (Fei, 1989, p. 299). Han scholars believe that Han ethnicity should guide 
other ethnic groups to develop their economy and civilization in order to strengthen 
China as a whole (Di, 2003; Fei, 1989; Gladney, 1991Ma, 2010; Xie, 2012; Zheng, 2009). 
Simply put, the ethnic policies issued by the State Council of the PRC and 
arguments of Chinese scholars demonstrate two emphases. First, they stress that China is 
a unified country composed of diverse ethnic groups. Second, in order to ensure that the 
country remains unified, both Chinese ethnic policies and scholars encourage ethnic 
identities and expressions for the purpose of strengthening the relationship between 
ethnic groups and the central government (Sutton, 2007). In other words, China’s ethnic 
expressions are encouraged primarily for the purpose of strengthening the political unity 
of China, rather than for the preservation of ethnic culture for its own sake (Sutton, 
2007).     
While presenting Chinese ethnic cultures in public media, such as movies, 
national TV shows, and radio broadcasts, they are inclined to broadcast and emphasize 
the aesthetic or visual aspects of ethnic cultures (Harrell, 2002). Public media often only 
display ethnic colorful clothes, traditional holidays, beautiful scenery, primitive rituals, or 
exotic costumes (Gladney, 1994; Harrell, 2002; Sutton, 2007; Schein, 2000). The term 
exotic is intended here in the sense that Taylor (2007) uses it, that is, to refer to 
stereotypical representations of ethnic cultures by a dominant culture in a way that 
emphasizes their otherness without acknowledging complex issues related to their often 
comparatively low social status, lack of political power, and impoverished economic 
development. The Chinese media have often shown ethnic minorities in this manner. 
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Exotic portrayals of Chinese ethnic minorities highlight the Han culture’s dominant 
position and thus its privileged ability to present such minorities as the other (Harrell, 
2002; Sutton, 2007). For this reason, the Han-based media are often able to portray ethnic 
elements as the opposite of the slick modernity and orthodoxy of Han society (Gladney, 
1994; Sutton, 2007).  
While the media have often portrayed China’s ethnic minorities in terms of exotic 
images, the Chinese government and education systems have tended to relegate ethnic 
minorities to footnotes, meaning that ethnic representation in China’s politics and 
education system has remained limited in scope (Gladney, 1994; Mackerras, 2004; Potter, 
2010; Postiglione, 1999). In the case of music education, although the government 
declares that all children in China have the right to learn the cultural traditions, arts, and 
music of their own and other cultures (SCOPRC, 2005), there are serious limitations that 
I shall describe.  
Problem Statement 
The ethnic policies of the PRC and Chinese scholars claim to broaden the Chinese 
education system by incorporating the cultural ideas and arts of the country’s many 
ethnic cultures (Bao, 2009; Ke, 2009; Liang, 2009; Ma, 2010; Xie, 2012; Zheng, 2009). 
Although such attempts at cultural diversity in China’s education system may be well 
intentioned, the results of promoting cultural diversity in music education have remained 
rather limited in scope. In practice, the music and culture of Chinese ethnic minorities as 
represented in the music classroom have tended to remain simplified and schools are 
largely deficient in musical materials and pedagogical methods (Bao, 2009; Ke, 2009; 
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Liang, 2009; Xie, 2012; Xu, 2010; Wang, 2006; Wei, 2002; Zheng, 2009).  
I argue that such deficits stem from a deep conflict between the goals of cultural 
diversity and those of nationalist China. Even if genuine cultural diversity had once been 
a goal of the ethnic policies formulated by the State Council of the PRC, national unity is 
also a goal, and an ever-present one that mitigates strongly against any attempt to 
diversify China’s education system.  
Research Hypotheses 
        I speculate that due to a nationalist orientation, the government-designed music 
textbooks emphasize cultural integrity and ethnic unity at the expense of true diversity. 
Communist authorities and scholars present ethnic music and cultures in accordance with 
Han cultural and political ideologies. In this way, China’s music education employs the 
ethnic minority’s music to enhance ethnic integrity and to serve the political purpose of 
promoting patriotism and national unity. 
The Purpose of the Study 
          The purpose of this study is to interrogate these hypotheses by examining the K1–
9 music textbooks—a series of texts titled simply 音乐 [Music]—which are published by 
The People’s Education Press and  designed by the Curricula and Textbooks Designing 
Centre at the Ministry of Education of the PRC (see figure 1). I aim to understand the 
many ways in which China’s government and scholars frequently represent China’s 
ethnic musical traditions in these widely used music textbooks on the mainland of the 
PRC.   
	  	  
6 
        
Figure 1. Cover image of the music textbook for K7.  
 
By understanding the cultural contents of the selected ethnic musical materials, 
the cultural ideologies they convey, and the unspoken educational aims they ultimately 
express, the present study shall attempt to gain insight into the many political and cultural 
challenges that currently obstruct the path to true cultural diversity in Chinese music 
education. The study’s findings can help Chinese education policy makers, textbook 
designers, and music educators to consider which pedagogical strategies and educational 
contents should be improved in order to best reform the music education system in a way 
that engages the whole of China’s rich ethnic musical heritage to achieve genuine cultural 
diversity.  
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Rationale and Significance 
Many studies have emphasized the importance of cultural diversity in the music 
classroom within a multicultural society (Burton, 2002; Cain, 2005; Elliott, 1995; Omolo-
Ongati, 2005; Palmer 2002; Quesada, 2002; Santos, 1995; Schippers, 2009; Stokes, 1997; 
Stephens, 2002; Volk, 1998, 2002). As Schippers (2010) notes, the coexistence of 
different cultures “in a single country, city, or community” is worth “investigating in 
relation to music education, as it forms what is taught and how” (p. 29). In a multicultural 
society, the case of ethnic minorities’ cultural traditions warrants particular attention in 
the field of music education (Heimonen & Hebert, 2010).  
Comprised of fifty-six ethnic groups, the PRC is considered a multicultural 
society. Several recent studies on China’s ethnic music education have appeared (Bao, 
2009; Huang, 2002; Ke, 2009; Liang, 2009; S. G. Xu, 2007; W. Xu, 2010; Xie, 2012; 
Wang, 2006; Wei, 2002; Yang & Zhao, 2008; Zheng, 2009). This previous research has 
discovered significant deficits in ethnic music education in many respects, including 
insufficiency in pre-service teachers’ education, lack of in-service teachers’ professional 
development, insufficient school funding to support ethnic music education, not enough 
time spent on ethnic music learning, and shortages of ethnic musical instruments, 
recordings, and specialists (Bao, 2009; Huang, 2002; Ke, 2009; Liang, 2009; Xu, 2007; 
Xie, 2012; Wang, 2006; Wei, 2002; Yang & Zhao, 2008; Zheng, 2009). Others have 
come to the conclusion that due to these deficits, China’s ethnic music education needs 
substantial reforms (Fan, 2004; Ke, 2009; Xu, 2007; Ye & Liu, 2005).  
The existing literature provides some valuable information for my study. It fails, 
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however, to provide insight into the role of music textbooks that present the contents of 
school ethnic music education. These textbooks are vital in understanding the problems 
of ethnic music education in China. As Brand (2003) states, China’s school music 
textbooks are “important sources of information” and  “indispensable in studying Chinese 
music education and Chinese culture” (p. 73).  
My study shall fill this gap in research by analyzing the school music textbooks 
directly designed by the government. The study seeks to shed light on instructional 
elements, and examine the contents in the textbooks for ethnic music education. 
Specifically, my research shall focus on the music materials that represent ethnic themes, 
as well as the cultural ideologies conveyed by these selected ethnic music materials. My 
findings shall seek to contribute to the understanding of the cultural and political contexts 
of China’s school ethnic music education. 
Chinese scholars, music teachers, and policy makers also point out that China’s 
music education wishes to achieve cultural diversity (Z. Y. Fan, 2004; Ke, 2007; Xu, 
2010; Zhong, 2007). More research, data, and theories related to teaching Chinese ethnic 
music are needed in many respects to support cultural diversity in the music class (L. Z. 
Fan, 2002; Z. Y. Fan, 2004; Ke, 2007; Xu, 2010; Zhong, 2007). The current study based 
on textbook analysis seeks to make a contribution to this end. Investigating music 
textbooks remains an important part of music education research, in the sense that such 
documents reflect the “aims, objectives . . . [and] materials” of music education (Wing, 
1992, p. 196). By analyzing the textbooks mentioned above, the current study shall 
examine how the ethnic musical subjects involved in these textbooks signify the 
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treatment of ethnic minorities’ cultural traditions. This examination is particularly 
important because music education needs to represent both varied cultural values and 
musical expressions to achieve true diversity (Campbell, 2006).  
As outlined in the purpose statement, the primary focus is to investigate the many 
ways that Chinese ethnic musical traditions are represented in music textbooks. The ways 
of musical representation in music education are derived from cultural issues that involve 
the social and intellectual sources of a nation’s ideologies and beliefs (Eisner, 1992). 
These ideologies need to be understood since they demonstrate the cultural origins of 
approaches and instructional contents in multicultural music education (Dunbar, 2000). 
They decide whose music and values should be emphasized in textbooks (Barbour, 1994; 
Campbell, 1993; Hanley & Montgomery, 2002; Morton, 2000; Walker, 1990).  
This last statement is of key importance because it is in textbooks that we find one 
of the primary artifacts for documenting the dynamics between ideology and 
multicultural education (Volk, 1998). In other words, Chinese ethnic music traditions 
represented in the textbooks are attributable to China’s political and cultural ideologies 
rather than to the issues of school funding, or the skills, experiences, or activities of its 
music teachers. For this reason, the central point of the study–how China’s ethnic musical 
traditions are represented–can be best addressed by exploring those political and cultural 
ideologies embedded in the curriculum contents and the design of music textbooks.   
In order best to address the central issue described above, I shall use document 
analysis to analyze the standardized national K1–9 music textbooks—a series of texts 
titled 音乐［Music]–approved by the Curricula and Textbooks Designing Centre at the 
	  	  
10 
Ministry of Education (MOE) of the PRC, the ministry in charge of developing and 
standardizing China’s national curriculum and textbooks. The series of textbooks is 
published by The People’s Education Press, a publisher under the Ministry of Education, 
specifically responsible for publishing national textbooks, and is widely used in most 
parts of mainland China, including in the city of Beijing and many provinces such as 
Hebei, Liaoning, Jilin，Shanxi, Anhui, Fujian,  Henan, and Zhejiang (Chen, 2011; Gao, 
2004; Liu 2012; Zhang, 2012; Zhang, 2012).  
Aside from books published by The People’s Education Press, a smaller number 
of music textbooks are published through non-government presses, each of which is 
approved by the Curricula and Textbooks Designing Centre of MOE. Among the 
publishers of Chinese textbooks, only the People’s Education Press belongs directly to 
the Ministry of Education, and, as such, its main duty is to design and publish national 
textbooks for the Ministry of Education of the PRC.  
In this way, the Music series, published by the People’s Education Press, can be 
considered government-designed textbooks and thus best represents the authority and 
ideologies of China’s government, as well as their influences in China’s music education. 
These government-designed textbooks provide detailed instructions for each class and 
include songs, musical skills, musical activities, and lessons for music appreciation. 
Chinese music teachers are required to follow these instructions in their classes (Brand, 
2003). Although individual pedagogical styles may vary slightly, the content remains 
largely fixed (Brand, 2003). 
Many studies have emphasized the importance of music textbooks in 
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understanding the role and influences of the central government in China’s music 
education. From Brand’s (2003) perspective, the government-designed music textbooks 
closely reflect the central government’s philosophical and political ideologies regarding   
China’s school music education. After visiting China, Reimer (1989) noted the 
ubiquitous political influence of China’s government on all music curriculum contents. 
Its political influence is particularly evident in the contents of government-designed 
instructional music materials (Kraus, 1989; Reimer, 1989; Yeh, 2001). Therefore, if we 
wish to study the pedagogical content and ideological basis of China’s attempts at 
cultural diversity in music education, one of the most direct avenues is through the 
government-designed textbooks.  
Research Questions: 
1. How are ethnic musical traditions introduced to students in the textbooks?  
2. How are musical and cultural differences between ethnic minorities and Han 
Chinese represented in the textbooks? 
3. Whose cultural values and ideologies are signified by selected ethnic musical 
materials and subjects in the textbooks?  
The responses to these questions shall constitute a significant addition to the 
growing body of research topics in ethnicity, cultural diversity, and minority rights in 
music education (Boyea, 1999; Clements, 2009; Campbell, 2005, 2006; Campbell & 
Schippers, 2005; Hebert, 2010; Heimonen, 2008; Heimonen & Hebert, 2010; Reimer, 
2002; Schippers, 2010; Stokes, 1994; Walker & Hamann, 1995). 
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Theoretical Frameworks:  Authenticity of Music and Liberal Theories in Cultural 
Diversity  
          In order to penetrate the complex issues embedded in the national music 
textbooks representing Chinese ethnic minorities’ musical cultures, I use frameworks 
based on the theories of authenticity in music. I shall coordinate these theories with 
liberal theories in cultural diversity applied by scholars in understanding problems and 
tensions derived from multicultural education (Burton, 2002; Cain, 2005; Gardner, 2002; 
Kymlicka, 1995, 1998, 2001; Klinger, 2002; Leger, 2012; Nettl , 1998; Omolo-Ongati, 
2005; Palmer, 2002; Parekh, 2006;  Quesada, 2002; Santos, 1995; Stephens, 2002; 
Stokes, 1997; Schippers , 2009; Volk, 1998, 2002; and Weir, 2010). 
 Theoretical framework of authenticity. This study draws on the theories of 
authenticity as a means of examining China’s ethnic cultural representation in their 
textbooks. In order to achieve cultural diversity in music education, educators, curriculum 
designers, and teachers must “develop an understanding [of] culturally diverse realities” 
beyond musical subjects—an understanding “workable for a specific educational 
environment” (Schippers, 2009, p. 41). According to Schippers (2009), such 
understandings are derived from “a close examination of the various meanings and 
applications of . . . authenticity and context”—issues that are indispensable in perceiving 
values and pedagogies of multi-cultural music learning (p. 41). Deep understanding, 
awareness, and appreciation of music from diverse cultural groups are most effectively 
cultivated through exposure to authentic and culturally accurate music (Cain, 2005).  
As Volk (1998) states, issues of “authenticity and accurate cultural 
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representations are of prime importance” in multicultural music education (p. 87). For 
this reason, recent theories of authenticity developed in previous research shall be applied 
in this study to make sense of the collected data. Specifically, I shall use these theories to 
evaluate the authenticity of China’s ethnic music and cultural representation in the 
government designed K1–9 textbooks that form the foundation of this study. I shall 
derive the meaning of authenticity itself from the pioneering work of Nettl, Cain, 
Schippers, Volk, and others.  
One of the main tenets of the theory of authenticity is that authentic music should 
be created or adopted by cultural insiders based on their own cultural standardization. 
The cultural insider should be “a recognized performer or creator of music within the 
culture” (Burton, 2002, p. 176). For example, “native musicians and scholars” who grew 
up and were trained within the culture would be considered as cultural insiders (Quesada, 
2002, p. 142). Additionally, cultural insiders may also include musicians, 
ethnomusicologists, and scholars—people who may have originally come from outside of 
the culture, but who have devoted a significant amount of time to studying the music 
within its cultural context. In short, cultural insiders must have a great deal of knowledge 
of “the culture’s customs and traditions” and must be able to perceive and use “the 
musical elements as a unit that expresses the music’s own cultural identity” (Quesada, 
2002, p. 146).  
When insiders use music in this way, basing it on the standardization of the 
culture to which it belongs, they are able to reveal the unique “complex systems of 
musical values” and the aesthetic tastes of that culture (Schippers, 2009, p. 41). Authentic 
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music contains the musical and moral value system of the culture—those values that are 
“shared among insiders in the musical culture” and range from “physical surroundings to 
social roles and spiritual meanings” (Schippers, 2009, p. 73). Such a value system 
discovers “the area of aesthetic meanings attributed to any genre of music” and forms 
“the basis for musical criticism” (Schippers, 2009, p. 74). 
In short, a cultural insider as a musical source person can ensure the authenticity 
in the music and provide a “cultural connection” for the outsiders to experience the music 
(Stephens, 2002, p. 134). Their musical activities should be based on the standardization 
of the culture to which the music belongs: they create the music by using the musical 
materials of this culture; they present spiritual meanings through the music by drawing on 
the cultural perspectives from which this music stems; and they value musical 
expressions based on the aesthetic tastes of this culture. The authentic music of a cultural 
group reflects its own musical rules and value system. It is by definition distinguished 
from the music created by other cultures. 
The theories of cultural standardization and authenticity shall be applied to 
understand the questions: Who is given the power to design the K1–9 music textbooks, 
and whose cultural standardizations and values do these authorities stand for? The 
authorities and their cultural standardizations directly determine what kinds of Chinese 
ethnic music are selected in these music textbooks and how they are represented.  
According to the theories of cultural standardization and authenticity, both the designers 
of the textbooks and the editors of the selected music should involve cultural insiders. 
Another tenet of the theory of authenticity is that authentic music plays a significant role 
	  	  
15 
in the cultural activities of the people who create it. In this manner, musical activities 
enhance the unique ethnic identities of such people and at the same time reflect their 
distinguishing cultural characteristics.  
In addition, authentic music should possess three characteristics: it should have 
“ancient roots” in the cultural lives of the people”  (Schippers, 2009, p. 41); it should be 
created and applied “within the life of the culture;” and it should “hold a niche from the 
past, to the present” (Burton, 2002, p. 176). In other words, authenticity of music is 
historically rooted in “the very dynamic nature of living conditions” (Santos, 1995, p. 
89). It is founded in the many aspects of cultural activities including rituals, public 
gatherings, festivals, family social interactions, and so on. As Omolo-Ongati (2005) 
concludes, authentic music is music that reflects the conduct, behaviors, and moral values 
of a cultural group.  
Authentic ethnic music activities further “provide the means by which ethnicities 
and identities are constructed and mobilized” (Stokes, 1997, p. 5). Accordingly, authentic 
music from a cultural group should demonstrate “the inner workings of [the] cultural 
group,” and provide “an understanding of how [they] view themselves and think in terms 
of sound” (Volk, 2002, p. 22). A cultural group creates music that serves its own specific 
social functions—while reflecting the unique spiritual orientation of the group. As Palmer 
(2002) has explained, “each cultural group . . . expresses itself in a different musical 
guise” (p. 33). And these special musical guises provide the “means by which people 
recognize identities and places, and boundaries which separate them [from others]” 
(Stokes, 1997, p. 5). 
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In this sense, authentic music presents the unique cultural characteristics of the 
people who create it. And because the cultural characteristics of each group are unique, 
authentic music contributes to the maintenance of “cultural independence” (Nettl, 1998, 
p. 22). From Nettl’s (1998) point of view, “one of the principal makers of ethnicity is the 
group’s distinctive music” (p. 23). In other words, people from a cultural group “use 
musical sounds in very specific ways within a defined cultural framework” (Palmer, 
2002, p. 34). Authentic music displays a group’s many distinctive cultural characteristics. 
It should be “representative of an identifiable segment of the culture’s musical mosaic” 
(Burton, 2002, p. 176). In short, authentic music from a cultural group helps identify the 
ethnic group and distinguish it from others. 
The second tenet of the theory of authenticity is that authentic music must have a 
history of serving significant functions in the lives of its creators. When this is the case, 
authentic music strengthens ethnic identity and reflects the unique cultural characteristics 
of the people who create it. I shall use this theoretical tenet to examine the extent to 
which selected ethnic music in the textbooks can truly be representative of Chinese ethnic 
cultures. Only authentic ethnic music as described above is capable of accurately 
representing the cultures of ethnic minorities, and therefore only authentic music is able 
to lead to cultural diversity.  
The third tenet of the theory of authenticity, according to Bruno Nettl, is that 
authentic music should also be able to reflect the true contexts of the cultural groups that 
create and apply the music (Nettl, 1998). Those contexts reveal “the complex 
relationships of various music with their environments” (Schippers, 2009, p. 41). In 
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Volk’s (2002) words, “where they live, what the function of music is within their society, 
under what circumstances music is transmitted in their society, what the music makers 
like, all of these things comprise the context” (p. 215). The contexts also include 
“circumstances under which it is performed” (Burton, 2002, p. 178). Cain (2005) 
concludes that “the cultural context of the material [involves] the background information 
on music: who typically perform it, why and where, and under what circumstances” (p. 
104).  
In order to understand the ways music presents the true value of a culture, it is 
necessary to investigate “people’s interactions within a given cultural context” (Quesada, 
2002, p. 141). In the case of authentic music, “the music educators’ tasks is to . . . assist 
[students] in understanding both what is happening inside the music itself and also the 
context’s impact . . . on the action of making music in that culture” (Quesada, 2002, p. 
154). Because world music is necessarily removed from its original context when taught 
in the classroom, Schippers (2009) introduced two significant approaches to re-
contextualization: trying to recreate the original context and “explaining the original 
context in detail” (p. 57). In short, “the culture and particular circumstances in which the 
music is used” must be replicated in the classroom “as closely as possible to the original” 
(Quesada, 2002, p. 154).  
This third tenet of the theory emphasizes the significance of the music’s original 
cultural context. I shall use this theoretical tenet to help determine whether the ethnic 
music genres in the textbooks are represented mostly in authentic ethnic cultural contexts, 
or instead by inauthentic stereotypes. In order to be represented in authentic ethnic 
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cultural contexts, the music must be as close to the original as possible. The cultural 
context of the music cannot be invented or inappropriately changed for any political or 
pedagogical purpose. Any inappropriate changes in representing the original cultural 
context are likely to create stereotypes of the represented ethnic group. If ethnic music is 
presented in inauthentic, stereotypical ways, it is impossible to gain access to true cultural 
diversity.   
I shall use theories of authenticity, as well as a liberal theory of cultural diversity, 
as theoretical frameworks in the proposed study. Based on the theories of authenticity, I 
shall examine the ways in which China’s ethnic musical cultures have been portrayed in 
the government-designed K1–9 music textbooks.  
            Liberal Theories of Cultural Diversity. This study also use theoretical 
frameworks based on the liberal theories in cultural diversity applied by scholars to 
understand problems and tensions derived from a multicultural society (Kymlicka, 1995, 
1998a, 1998b; Leger, 2012; Parekh, 2006; Weir, 2010). The two most useful tenets of 
these theories shall be equal concern and liberal neutrality.   
            The first of these, equal concern, emphasizes the equality of individual rights.  
This necessitates that the government demonstrates an equal concern for all of its citizens 
and that each individual should be treated with equal respect (Dworkin, 2000; Parekh, 
2006). Under the doctrine of equal concern, the details of individual rights should not be 
diminished “by the hegemony of one pattern of thought” (Weir, 2010, p. 393).  
Advocates for equal concern also hold that each individual should be educated and 
prepared for the many value systems that reflect a society’s rich diversity. Further, each 
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individual should be allowed to achieve a good life, the basic desire of all humans, while 
being permitted to follow the various individual paths that permit him or her to attain this 
goal (Kymlicka, 2001; Levinson, 2002). I shall explain the implication of this theory of 
equal concern to my study in specific ways.  
Liberal neutrality, the second tenet of liberalism used in this study, can be 
summarized as follows: within a multicultural society, no particular culture or value 
system holds exclusive ownership over the principles of morality or good, nor should one 
culture be seen to possess the inherent ability to be better or more accomplished than 
another (Kymlicka, 1989). Moreover, in a multicultural society each culture, as well as its 
moral virtues, is equally valid, and each cultural group has the freedom to be different 
and to express such differences in its own unique manner. The cultural differences in a 
multicultural society should be respected and treated equally without discrimination 
(Kymlicka, 1996). I shall explain how this theory is related to my study below.  
There are several reasons for choosing liberalism as the theoretical framework of my 
study. First, theories of liberalism play a vital role in contemporary discourse surrounding 
cultural diversity. As Parekh (2006) puts it, “liberalism is a powerful political and moral 
presence . . . [and] any theory of multicultural society must take full account of and 
critically engage with it” (p. 14).  
Since my study is rooted in the fact that the PRC is a multicultural society, it is 
appropriate that my theoretical framework should comprise liberal theories on cultural 
diversity. It is fitting that I should engage with liberalism in the way that Parekh suggests. 
Not only do liberal theories offer a way of understanding cultural diversity in general, 
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they also provide significant insights into multicultural education specifically. Because of 
their ability to deal with the concepts and principles of equality and social justice as I 
have summarized above, liberal theories address the important issues that concern many 
multicultural educators (Au, 2009; Dolby, 2012; Lee, 2009; Goldman, 2011).  
This connection between multicultural education and liberal theory is clearly 
evident in Enid Lee’s (2009) ideas regarding the purpose of multicultural education: “to 
help us deal equitably with all the cultural and racial differences that you find in the 
human family” (p. 10). This idea is echoed at nearly every turn in multicultural 
education. According to Dolby (2012), we should convey “a message of social justice, 
equality, and equity” (p. 1) by reducing “racism and ethnic discrimination” and building 
“a society that includes all people on an equal footing” (Lee, 2009, p. 10). These ideas 
about multicultural education have a clear liberal emphasis and should therefore be 
included within my theoretical framework. 
Such liberal theories as equal concern and liberal neutrality offer important 
questions (and, ultimately, solutions) to the problems in multicultural music education in 
particular. Examples include: Whose music and cultural values should be taught? Why 
and how should music education encourage the young to recognize and learn diverse 
musical cultures? What is the goal of multicultural music education? These questions 
continue to occupy music educators not only in the United States, but the world over 
(Campbell, 2005; Elliot, 1989; Miller, 1989; Traasdahl, 1998; Volk, 1998, Reimer, 2002; 
Heimonen & Hebert, 2010). The topic of my proposed study is related to these questions 
and I believe that the liberal constructs of equal concern and liberal neutrality in my 
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theoretical framework can also be applied to deal with these larger issues.  
My study explores how the government-designed music textbooks represent 
China’s diverse ethnic musical traditions. I shall examine the specific way in which the 
central government encourages students to learn diverse ethnic cultures through the 
textbooks. This exploration shall be grounded in the theory of equal concern. Applied in 
this particular context, the theory of equal concern suggests that each student in a 
multicultural society should have a chance to learn his or her own cultural music, as well 
as that of others. Students should have access to cultural and musical differences through 
education. Through this exchange, education should enrich not only their immediate 
musical experiences, but also their lives in general. 
Another question my study dealing is: Whose cultural values and ideologies are 
signified by the selected ethnic musical themes in the textbooks? Applied in the context 
of music education, a multicultural society (or school system) must recognize the 
differences among various musical cultures, and it must represent and respect these 
differences in its curriculum. In such curriculum thinking, freedom of ethnic musical 
representation and cultural expression should be the goal. Such freedom of cultural 
expression is not defined by the number of ethnic musical works represented in the 
textbooks; rather, it is more meaningfully reflected through the ethnic cultural contents of 
the textbooks—contents that should be represented as authentically as possible. 
According to the principles of liberal neutrality, meaningful multi-cultural music 
education is attainable only when authentic ethnic music materials are selected and 
cultural differences are accurately presented. 
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In order to deal with the issues of authenticity, I have investigated the theories of 
several music educators including Schippers (2009), Volk (1998, 2002), and Nettl (1998), 
as well as many others (Burton, 2002; Cain, 2005; Gardner, 2002; Klinger, 2002; Omolo-
Ongati, 2005; Palmer, 2002; Quesada, 2002; Stephens, 2002; Stokes, 1997; Santos, 
1995). I have also navigated the criteria to determine the relative authenticity of ethnic 
works selected in the textbooks. During the data collection, I shall uncover material 
derived from the music textbooks—those facts related to the main issues my study 
addresses. I shall apply the theories of authenticity of music along with liberal theories to 
analyze and critique the collected data. This will lead to a discussion regarding the 
implied goals beneath the attempt at ethnic musical expression in the Chinese 
government-designed music textbooks.  
Introduction to Research Design 
            Document analysis. As I have explained in my rationale, this study applies the 
methodology of document analysis, a type of empirical observation based on the 
systematic procedure of evaluating and interpreting written records (Johnson & 
Reynolds, 2011). Although document analysis may be used in conjunction with other 
methodologies, in a qualitative research project it may also be used as a stand-alone 
method of inquiry. This is most effective in cases in which the research goals demand an 
investigation of written materials in order to provide evidences for a particular line of 
inquiry (Bowen, 2009). Such is the case in the present study, which investigates how the 
government-designed music textbooks represent Chinese ethnic musical traditions, as 
well as how cultural, philosophical, and political ideologies are indicated by these 
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selected ethnic musical themes. In this case, the music textbooks themselves offer the 
written evidence providing the most objective and direct avenue into this area of inquiry. 
Although other methodologies, such as interviews exploring teachers’ and 
students’ experiences with music textbooks, or observations (recording this experience 
from a more objective stance) might reveal how the music textbooks are used in music 
classes, these two methods of inquiry are not ideally suited to the purpose of this study. 
Ultimately, this study is about how the textbooks represent ethnic culture, rather than 
how they are used in the classroom. For this reason, the most effective method for 
achieving my research purpose of interpreting the music textbooks is document analysis.  
In this study, I employ content analysis, itself a particular category of document analysis 
(Hodder, 2002; Rapley, 2007). I shall examine the eighteen government-designed music 
textbooks covering grades K1–9 based on the methodologies of content analysis. I first 
determine the relevance of these musical and pedagogical contents to the main research 
problems.  
During this stage, I pay particular attention to the Chinese ethnic musical 
materials selected in these music textbooks. These details include the descriptive titles of 
musical works, the musical structure of these works, biographical and cultural 
circumstances of the composers, music texts (song lyrics), pedagogical instructions 
included in the textbooks, and any other teaching materials, including background 
descriptions, photographs, and pictures. I then use specific codes to categorize these 
selected texts. The codes are concepts indicative of my research questions. To be precise, 
I use explicit and implicit concepts (Weber, 1990).  
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The explicit concepts shall be evidenced by the specific words, phrases, and terms 
used in the selected texts. In order to use explicit concepts, I adopt pre-defined sets of 
concepts and keep flexibility in finding new significant concepts through the selected 
musical texts.  During this stage of coding, the frequency of the concepts is noted; those 
words with similar meanings as the codes are considered as re-appearance of the codes. 
For example, if the phrase “a happy life” were to appear in the text, it would be coded in 
the same category as the word “happiness.” By examining the appearance and frequency 
of the concepts, I can explore significant information about and knowledge of ethnic 
music cultures that are introduced to students, and then determine the focus and unspoken 
intention of ethnic music representations.  
In order to best examine the selected contexts, I also use implicit concepts— 
concepts that are not expressed in concrete words or phrases used in selected contexts 
(Weber, 1990). In order to use implicit concepts as codes, a series of transition rules 
should be developed to minimize subjectivity in the coding process (Busch, et al., 2012). 
For my study, I use implicit concepts to examine musical pieces, pictures, and 
photographs. In order to minimize subjectivity, I follow these rules: the musical pieces 
are coded by the keys, scales, and instrumentations; the composers are coded by the 
family names; and the photographs and pictures are coded by their main themes, such as 
racing, dancing, or natural scenery. This information regarding musical pieces, 
composers, and photographs is essential to understanding the research questions. It 
indicates what kinds of musical materials are selected in the music textbooks in terms of 
their authenticity—the ability to represent one’s musical cultures in a culturally accurate 
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manner (Nettl, 1998; Schippers, 2009).  
Coding this information through implicit concepts can answer the question of 
whether ethnic musical traditions and cultural differences are accurately represented. In 
short, both explicit and implicit codes indicate the specific ways that ethnic musical 
cultures are introduced to students. As a result of my data analysis, I identify emerging 
themes from the categorized texts. This analysis shall explore important information and 
meanings conveyed by these selected ethnic music subjects and demonstrate whose 
cultural values are signified by the musical subjects used in the textbooks. In this way, I 
discover how ethnic images are conveyed and which ideologies regarding ethnic musical 
cultures are tacitly defined in the textbooks. 
In addition to textbooks, I examine national music education standardization and 
instructional outlines issued by the Ministry of Education. These official documents 
include the 义务教育音乐课程标准 [ National Music Curriculum Standardization For 
Compulsory Education ] (MOE, 2011) 九年义务教育全日制初级中学音乐教学大纲
[Nine-Year Compulsory Middle School Music Education Instructional Outlines] (MOE, 
2005), and九年义务教育全日制小学音乐教学大纲  [Nine-Year Compulsory 
Elementary School Music Education Instructional Outlines] (MOE, 2005).   
Additionally, I consult relevant PRC government ethnic policies in order to 
support the hypotheses and arguments of the study. These ethnic policies issued by the 
State Council of the PRC include中国少数民族政策及其实践［Chinese Ethnic 
Minority Policies and Practices ］(SCOPRC, 1999) and 中国的民族政策与各民族共同
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发展［Chinese Ethnic Policies On Developing All Ethnic Groups ］(SCOPRC, 2009). 
The primary goal in analyzing these documents is to determine how Chinese government 
policies influence the representation of ethnic musical cultures in government-designed 
textbooks, particularly in light of the conflict between the stated goals of ethnic cultural 
diversity and the PRC’s primary agenda of national unity.  
In summary, the documents included in my analysis include the government-
designed K1–9 music textbooks, the national music education standardization and 
instructional outlines issued by the Ministry of Education, and the ethnic policies issued 
by the State Council of the PRC. These documents are all written in Chinese; there are no 
published English translations of them. Thus, I shall use my own translation in this study. 
As a native Chinese speaker, I am able to read each of these documents in Chinese, and I 
am confident in my ability to translate them into English wherever necessary. In order to 
minimize personal bias, I shall attempt to use the English words that most directly reflect 
the meaning of the Chinese words. In other words, I shall strive wherever possible for 
literal rather than idiomatically adjusted translations.  
Qualification of Researcher as a Cultural Insider          
            A native Chinese, I studied Chinese and Western music in Shi Jiazhuang and 
Beijing, China. After college (The National Academy of Chinese Theatre Arts), I came to 
the US to study music education in graduate school at the State University of New York, 
Fredonia, and continued my doctoral study at Boston University. Highly familiar with the 
Chinese music education system, including school education for children and the 
professional training system for musicians, I am a Chinese “cultural insider.”  
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An insider is “in a unique position to study a particular issue in depth with special 
knowledge about that issue” (Costley, Elliott, & Gibbs, 2010, p. 23). An insider 
researcher possesses in-depth knowledge of the issues, the kind of knowledge that an 
outsider cannot obtain in the same way (Costley, Elliott, & Gibbs, 2010; Rooney, 2007; 
Robson, 2002). Additionally, “insider research has the potential to increase validity due 
to the added richness, honesty, fidelity and authenticity of the information acquired” 
(Rooney, 2007).  As an insider, my experience and expertise provides me with advanced 
knowledge of those issues involved in my study subject. As a researcher, I have been 
trained to follow the principles of research practice in my professional area. I believe I 
am qualified to proceed and complete my research under the supervision of Professor  
De Quadros. 
Delimitation of the Study  
            This proposed study will focus on the contents of the government-designed K1–9 
school music textbooks published by People’s Education Press of PRC. The purpose is to 
explore the extent to which China’s school music education expresses ethnic-minority 
music and cultural traditions. To this end, ethnic themes within the field of China’s music 
education system are the main focus. Questions regarding whether some ethnic groups 
should be politically independent are beyond the scope of the proposed study. 
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Chapter 2: Literature Review 
Introduction  
The study aims to understand the many ways in which China’s government and 
its scholars represent China’s ethnic musical traditions in these widely circulated music 
textbooks in the mainland of the PRC. This central issues addressed by the research 
question include:   
1. How are ethnic musical traditions introduced to students in the textbooks?  
2. How are musical and cultural differences between ethnic minorities and Han-
Chinese represented in the textbooks?  
3. Whose cultural values and ideologies are signified in the selected ethnic 
musical materials and subjects of the textbooks?  
In order to answer the research questions and to illuminate the central issue of my 
study, it is necessary to examine the relevant issues from multiple perspectives. To this 
end, the following literature review is divided into four sections:  
         1. Cultural diversity in music education,  
        2. Cultural diversity in education, a sociological and liberalist perspective, 
         3. Chinese music education, and  
         4. China’s ethnic minorities.  
I shall briefly introduce each of these sections by outlining its principal topics and 
their relation to my study. 
Cultural diversity in music education. This section shall examine the significant 
issues of cultural diversity in music education from a broad perspective. Why should 
	  	  
29 
cultural diversity be promoted in music education in the first place? This primary 
question is addressed in this section. Previous research both forms the philosophical 
foundation of my study and corroborates the significance of this topic in the field.  
Another focus of this section is to discuss how to ensure the cultural accuracy and 
authenticity of music materials when studying diverse cultures. In order to answer this 
question, I shall emphasize how best to present a musical culture outside of its original 
cultural context—which kinds of music materials should be selected in music textbooks, 
and so on.  
These questions are particularly relevant to my study since I employ the 
theoretical framework of authenticity as part of my evaluation of textbooks. Based on 
these theories, my proposed study shall discover in which ways Chinese ethnic cultures 
and music are represented in China’s music textbooks.  
Cultural diversity in education: a sociological and liberalist perspective. In 
this section the selected literature shall illustrate from a sociological perspective the main 
issues and tensions in achieving cultural diversity in education within a multicultural 
society. This body of literature is important to my study since it explains the principal 
problems that a multicultural society such as China would encounter in its education 
system. Accordingly, I shall examine the theories of liberalism that emphasize cultural 
diversity.  
Liberal theories provide insights into the particular tensions inherent in 
multicultural education. I shall focus on the two most relevant tenets of these theories: 
equal concern and liberal neutrality. These two tenets of liberalism shall provide the 
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theoretical framework of my study. Based on these tenets, my research findings shall 
analyze and discuss the myriad problems confronting Chinese ethnic music education 
today.  
Chinese music education. This section shall provide the context/background of 
my study topic with specific regard to the most influential philosophical and political 
ideologies of China’s music education as presented in government-issued arts and music 
education policies. In addition, it shall explore the issues and problems related to music 
education in China in general. Any understanding of the underpinnings of China’s 
contemporary music education must begin with both Confucian philosophy and 
Chairman Mao’s political ideologies. These ideologies provide the philosophical and 
political base of China’s contemporary music education. My study shall further 
investigate how these ideologies have shaped Chinese approaches and, implicitly, 
attitudes towards ethnic music.  
Secondly, in this section, I shall provide an overview of the central government’s 
policies of arts and music education. These important policies influence the goals of 
China’s music education, as well as the means and methods of achieving these goals. 
They unavoidably influence the ways that China’s ethnic musical cultures are 
represented. The specific nature of this influence has tended to be overlooked, and 
therefore my study fills in an important gap in the scholarship surrounding Chinese music 
education. Finally, the research of Chinese ethnic music education conducted by Chinese 
scholars recognizes the many insufficiencies in ethnic music education in contemporary 
China.  
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Although none of these previous researchers has directly addressed the content of 
the government-designed music textbooks, they have pointed out that such research is 
needed in order to improve cultural diversity in China’s music education system. This 
previous research has not only helped me to understand some of the problems of China’s 
ethnic music education, but it has also served as a significant part of the rationale of my 
proposed study. 
China’s ethnic minorities. This section shall provide insight into China’s 
representation of ethnic minorities through an examination of five subjects:  
1. the PRC’s methods for distinguishing ethnic nationalities,  
2. the most important governmental ethnic policies,  
3. the PRC’s use of nationalism to forge national integration,  
4. China’s public media and its presentation of Chinese ethnic minorities, and 
5. the function of education in China.  
Previous research findings are important to my study because they demonstrate 
the political ideologies and strategies of the central government in terms of its 
relationship with ethnic groups. Previous studies also explain the issues surrounding the 
public representation of ethnic cultures, and they identify the problems in China’s ethnic 
education in general. All of these research findings play a significant role in 
understanding the ways that ethnic music and cultures are represented in the music 
curriculum. 
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Cultural diversity in music education 
Rationale and significance. Scholars believe that music involves “the range of 
human intelligences, the multiple languages, and symbol systems” that exist in different 
parts of the living world (Greene, 1988, p. 193). To learn music from various cultures 
“helps students form worldwide perspectives” to understand “music [as] a world 
phenomenon” (Volk, 1998, p. 6). Facing the reality of a multicultural society, “it is 
essential that we understand people in a more complete cultural way through music, arts  
. . . philosophical beliefs, and practices” (Loza, 1996, p. 59).  
Learning various music cultures helps students to understand “the inner workings 
of a cultural group, to gain an understanding of how others view themselves and think in 
terms of sounds” (Volk, 2002, p. 22). Studying music from different cultures will 
strengthen students’ world understanding (McAllester, 1996; Seeger, 2002). This sort of 
world understanding shall “break down existing cultural boundaries, add social respect 
and understanding across borders, reduce ethnic tensions in schools, build new social 
structures of cultural identity . . . and bring joy to the participants” (Traassdahl, 1998, p. 
104). As Fung (2002) has concluded, learning diverse music cultures can enhance 
cultural understanding and therefore decrease ethnic bias and fears.  
  By understanding how other people make, use, and appreciate music, students 
shall also achieve a better understanding of their own musical culture (Consortium of 
National Arts Education Associations [CNAEA], 1996; Elliot, 2005). Students therefore 
learn to “appreciate music as a widely varied phenomenon,” a realization that can 
stimulate their own musical creativities (Seeger, 2002, p. 111). For example, to study 
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music from diverse cultures can give “students a wider palette of compositional and 
improvisational devices” by enlarging their sound base and “enabling them to be more 
open and tolerant of new sounds” (Volk, 1998, p. 6). As McCullough-Brabson (2002) 
writes, “the examination and exploration of . . . the music of others, provide us with rich, 
vibrant, and colorful fabrics as we wave our own magic carpet, transporting us to where 
we have never been before” (p. 137). Reimer (2002) concludes that “music of other 
cultures needs to be taught” since it provides important sources of musical and learning 
experience (p. 3).  
Theoretical framework of authenticity. This study draws on the theories of 
authenticity as a means of examining China’s ethnic cultural representation in the 
textbooks. According to Schippers (2009), “a close examination of the various meanings 
and applications of . . . authenticity and context” are indispensable in perceiving values 
and pedagogies of multi-cultural music learning (p. 41). As Volk (1998) states, issues of 
“authenticity and accurate cultural representations are of prime importance” in 
multicultural music education (p. 87).  
For this reason, recent theories of authenticity developed in previous research 
shall be applied in this study to make sense of the collected data. Specifically, I shall use 
these theories to evaluate the authenticity of China’s ethnic music and cultural 
representation in the government designed K1–9 textbooks that form the foundation of 
this study. I shall derive the meaning of authenticity itself from the pioneering work of 
Nettl, Cain, Schippers, Volk, and others.  
One of the main tenets of the theory of authenticity is that authentic music should 
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be created or adopted by cultural insiders based on their own cultural standardization. 
The cultural insider should be “a recognized performer or creator of music within the 
culture” (Burton, 2002, p. 176). Cultural insiders may also include musicians, 
ethnomusicologists, and scholars—people who may have originally come from outside of 
the culture, but who have devoted a significant amount of time to studying the music 
within its cultural context.  
Those insiders create music on the basis of their own cultural standardization and 
aesthetic tastes (Schippers, 2009, p. 41). In this way, authentic music contains the musical 
and moral value system of the culture—those values which are “shared among insiders in 
the musical culture” and range from “physical surroundings to social roles and spiritual 
meanings” (Schippers, 2009, p. 73).  A cultural insider as a musical source person can 
ensure the authenticity in the music and provide a “cultural connection” for the outsiders 
to experience the music (Stephens, 2002, p. 134).  
The theories of cultural standardization and authenticity shall be applied to 
understand the questions: Who is given the power to design the K1–9 music textbooks, 
and whose cultural standardizations and values do these authorities stand for? The 
authorities and their cultural standardizations directly determine what kinds of Chinese 
ethnic music are selected in these music textbooks and how they are represented. 
According to the theories of cultural standardization and authenticity, both the designers 
of the textbooks and the editors of the selected music should involve cultural insiders.  
            Another tenet of the theory of authenticity is that authentic music plays a 
significant role in the cultural activities of the people who create it. Authenticity of music 
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is historically rooted in “the very dynamic nature of living conditions” (Santos, 1995, p. 
89). Authentic music should be created and applied “within the life of the culture” and 
should “hold a niche from the past, to the present” (Burton, 2002, p. 176). As Omolo-
Ongati (2005) concludes, authentic music is music that reflects the conduct, behaviors, 
and moral values of a cultural group.  
Authentic ethnic music activities further “provide the means by which ethnicities 
and identities are constructed and mobilized” (Stokes, 1997, p. 5). A cultural group 
creates music that shall serve its own specific social functions—while reflecting the 
unique spiritual orientation of the group. As Palmer (2002) has explained, “each cultural 
group . . . expresses itself in a different musical guise” (p. 33). And these special musical 
guises provide the “means by which people recognize identities and places, and 
boundaries which separate them [from others]” (Stokes, 1997, p. 5). 
In this sense, authentic music presents the unique cultural characteristics of the 
people who create it and contributes to the maintenance of “cultural independence” 
(Nettl, 1998, p. 22). Since people from a cultural group “use musical sounds in very 
specific ways within a defined cultural framework” (Palmer, 2002, p. 34), authentic 
music displays a group’s many distinctive cultural characteristics. In other words, 
authentic music from a cultural group helps identify the ethnic group and distinguish it 
from others. 
The second tenet of the theory of authenticity is that authentic music must have a 
history of serving significant functions in the life of its creators. When this is the case, 
authentic music strengthens ethnic identity and reflects the unique cultural characteristics 
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of the people who create it. I shall use this theoretical tenet to examine the extent to 
which selected ethnic music in the textbooks can truly be representative of Chinese ethnic 
cultures. Only authentic ethnic music as described above is capable of accurately 
representing the cultures of ethnic minorities, and therefore only authentic music is able 
to lead to cultural diversity.  
  The third tenet of the theory of authenticity, according to Bruno Nettl, is that 
authentic music should also be able to reflect the true contexts of the cultural groups that 
create and apply the music (Nettl, 1998). Those contexts reveal “the complex 
relationships of various music with their environments” (Schippers, 2009, p. 41). The 
contexts also include “the background information on music: who typically perform it, 
why and where, and under what circumstances” (Cain, p. 104). In order to understand the 
ways music presents the true value of a culture, it is necessary to investigate “people’s 
interactions within a given cultural context” (Quesada, 2002, p. 141). In the case of 
authentic music, “the music educators’ tasks is to . . . assist [students] in understanding 
both what is happening inside the music itself and also the context’s impact . . . on the 
action of making music in that culture” (Quesada, 2002, p. 154).  
This third tenet of the theory emphasizes the significance of the music’s original 
cultural context. I shall use this theoretical tenet to help determine whether the ethnic 
music genres in the textbooks are represented mostly in authentic ethnic cultural contexts, 
or instead by inauthentic stereotypes. In order to be represented in authentic ethnic 
cultural contexts, the music must be as close to the original as possible. The cultural 
context of the music cannot be invented or inappropriately changed for any political or 
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pedagogical purpose. Any inappropriate changes in representing the original cultural 
context are likely to create stereotypes of the represented ethnic group. If ethnic music is 
presented in inauthentic, stereotypical ways, it is impossible to gain access to true cultural 
diversity.   
I use theories of authenticity, as well as a liberal theory of cultural diversity, as 
theoretical frameworks in the proposed study. Based on the theories of authenticity, I 
shall examine the ways in which China’s ethnic musical cultures have been portrayed in 
the government-designed K1–9 music textbooks.  
Cultural diversity in education: a sociological and liberal perspective  
   Issues and tension in cultural diversity in education. From a sociological 
perspective, diversity exists within three levels of social interaction: a micro-level, 
between individuals; a meso-level, within communities; and a macro-level, overarching 
societies and cultures (Kirk & Rey, 2010). This study shall focus on the macro-level 
where social classifications and categories are formed based on particular characteristics 
in order to maintain the social order. Within such an order “one group of people [is] 
deemed superior, dominant, and privileged while [an]other [is] relegated” to a 
subordinate position (Kirk & Rey, 2010, p. 11). In order to maintain such social order, the 
“values, characteristics, features, of the dominant groups” are often used “as the 
standards against which all others should be evaluated” (Kirk & Rey, 2010, p. 11). 
  The so-called dominant group “not only has greater social power, but also sets the 
social norms;” its values, interests, images, characteristics, and experiences are used to 
represent the larger society as a whole (Bell, 2007, p. 5). This group also forms “the 
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dominant ideology” with “the greatest influence in determining a culture’s overall 
outlook” (Goodman, 2011, p. 17). It projects “its particular way of seeing social reality,” 
the view accepted “as common sense” (Bell, 2007, p. 10). More important, the dominant 
group often encourages certain “stereotypes” in order to “make a simple generalization” 
about subordinate groups, even presenting these groups in ways that “romanticize” their 
features (Kirk & Rey, 2010, p. 12). For example, public media tends to steer clear of 
“social struggles,” instead opting for rather innocuous “celebrations of ethnic foods and 
festivals” (McLaren & Sleeter, 2009, p. 18).  
  Music educator Christopher Small has argued that curriculum content and 
teaching methods are influenced by the social and political contexts that surround them 
(1998). The relation between curriculum and its contexts is “large-scale social 
phenomena” (Paul & Ballantine, 2002, p. 579). The large contexts can determine both the 
various beliefs and the specific value system underlying the music study subjects and 
curriculum contents (Jorgensen, 1997). In fact, the decisions about curriculum content are 
often made by the dominant groups to maintain their own cultural heritage and to 
assimilate other cultural traditions (Apple, 1979; Apple, 1990; Hanley & Montgomery, 
2002).  
   As McCarthy (1999) writes, “as a cultural practice, music functions in highly 
complex and powerful ways to advance ideologies and to form and transform the identity 
of communities” (p. 13). In this way, the contents and practices of curricula tend to 
emphasize the values of dominant cultures, while marginalizing the music from 
subordinate ones (Apple, 1990). Hanley and Montgomery (2002) have concluded that 
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decisions of curriculum are made in a large social and cultural context that illustrate 
“whose ideas prevail and whose ideas are marginalized” (p. 133). In Apple’s words, those 
decisions “about whose knowledge is to be made ‘official’ are inherently matters of 
political and cultural power” (1990, p. 348). In this way, music curricula can serve as a 
cultural studies text and can often reflect cultural hegemony (Apple, 1979), while at the 
same time music education plays a role in cultural reproduction (Rose, 1990). All of these 
problems and tensions must be addressed in order to achieve true cultural diversity in 
music education.  
A liberal theory of cultural diversity. Theories of liberalism play a vital role in 
contemporary discourse surrounding cultural diversity. This study shall use several 
liberal theories of cultural diversity applied by scholars to understand those problems and 
tensions inherent in a multicultural society (Kymlicka, 1989, 1996, 2001; Levinson, 
2002; Leger, 2012; Parekh, 2006; Weir, 2010). The two most useful tenets of these 
theories will be equal concern and liberal neutrality. As Parekh (2006) states, “liberalism 
is a powerful political and moral presence . . . [and] any theory of multicultural society 
must take full account of and critically engage with it” (p. 14). Since my study is rooted 
in the social and political reality that the PRC is a multicultural society, it is appropriate 
that my theoretical framework should comprise liberal theories on cultural diversity, and 
it is fitting that I “engage” with liberalism in the way that Parekh has suggested.  
The first of these, equal concern, emphasizes the equality of individual rights.  
This theory necessitates that government demonstrate an equal concern for all of its 
citizens and that each individual be treated with equal respect (Dworkin, 2000; Parekh, 
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2006). Regarding the details of individual rights under the doctrine of equal concern, 
individual rights should not be diminished “by the hegemony of one pattern of thought” 
(Weir, 2010, p. 393). Advocates for equal concern also hold that all individuals should be 
educated and prepared for the many value systems that reflect a society’s rich diversity. 
Further, individuals should be allowed to achieve a “good life,” the basic desire of all 
humans, while being permitted to follow the various individual paths that permit them to 
attain this goal (Kymlicka, 2001; Levinson, 2002).  
  To this end, scholars believe that multicultural education should reflect empathy 
to students with differing ethnic backgrounds (Dolby, 2012; Goldman, 2011; Lakoff, 
2008). “Empathy involves being able to identify the situation and feelings of another 
person” (Goldman, 2011, p. 122), especially with “people who are not of similar 
backgrounds” (Dolby, 2012, p. 113). As the President of The United States argues, to 
achieve cultural diversity in education, we need to “put ourselves in someone else’s 
shoes; to see the world through those who are different from us” (Obama, 2006, p. 44). 
Lakoff (2009) believes that “empathy is at the heart of progressive thoughts, not just 
individuals, but whole categories of people: one’s countrymen, those in other countries, 
other living beings” (p. 121).  
  In short, empathy involves understanding and “taking notice of the reality” of 
other cultural groups, communities, and people (Dolby, 2012, p. 127). In this way, it 
promotes cooperation among different cultural groups and provides a “long-term solution 
to the problems of the world” (Dolby, 2012, p. 106). According to Nussbaum (2008), 
multicultural education that emphasizes empathy “can transport us, while remaining 
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ourselves, into the life of another, revealing similarities but also profound differences 
between lives” (p. 156). Furthermore, “multicultural education should be grounded in the 
lives of students, not only because such a perspective provides a diversity of viewpoints, 
but also because it honors students’ identities and experiences” (Au, 2009, p. 248). 
Accordingly, educators and policymakers must understand “who the children in their 
classroom are, the fundamentals about the world they live in . . . and the possibilities for 
contributing in positive ways” (Dolby, 2012, p. 4). 
It is important to recognize “the context in which [they] grow up” and  
“complexities of [their] lives,” and to accept “their humanness” (Dolby, 2012, p. 124). In 
the case of multicultural music education, Christopher Small discovered the relation 
between students’ musical tastes and their social identity. He came to the conclusion that 
all students’ activities and personal preferences are associated with their social 
circumstance and need to be considered in curriculum decisions (Small, 1998). In 
multicultural music education, equal concern for all students can be carried out through 
empathy (understanding the various cultural backgrounds of students) by respecting their 
differences, and by taking account of their lives, identities, and experiences in curriculum 
decisions. Empathy, whether in a multicultural society or in multicultural education, is 
believed to “open path to justice” (Dolby, 2012, p. 111). As Lakoff has explained, 
“empathy is at the heart of real rationality because it goes to the heart of our values, 
which are the basis of our justice” (Lakoff, 2009, p. 110).  
The second tenet of liberalism used in this study is liberal neutrality, which can be 
summarized as follows: within a multicultural society, no particular culture or value 
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system holds exclusive ownership over the principles of morality or good, nor does one 
culture have the inherent ability to be better than another (Kymlicka, 1989). Moreover, in 
a multi-cultural society, each culture and its moral virtues are equally valid, and each 
cultural group has freedom to be different and to express such differences in the unique 
way available to it. The cultural differences in a multi-cultural society should be 
respected and equally treated without discrimination (Kymlicka, 1989). 
In the case of multicultural education, cultural neutrality responds to “the urgent 
need . . . to build an equitable society” (Dolby, 2012, p. 65). Scholars posit that 
multicultural education should address “issues of power, the access to resources, 
inequality, and rights” (Dolby, 2012, p. 5). Schippers (2009) asserts that multicultural 
education needs to “present more than one cultural form in any social context and to 
address the differences in the reality of the cohabitation of people from different cultural 
backgrounds” (p. 28). From Lee’s (2009) perspective, multicultural education should 
“deal equitably with all the cultural and racial differences that you find in the human 
family” (p. 10).  
Ideally, when we are able to “build a society that includes all people on an equal 
footing” through an educational system, cultural bias shall be diminished (Lee, 2009, p. 
10). This ideal society would be established through “the expression of the culture mean: 
the values, the power relations that shape the culture” (Lee, 2009, p. 10). Multicultural 
education can “bridge racial and ethnic groups” by emphasizing the “interests and needs” 
of different ethnic cultural groups (Mclaren & Sleeter, 2009, p. 19).  
Lee further argues that education should not remain at “the surface stage in which 
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people see a few expressions of culture;” rather, it should involve “units of specific 
culture or groups of people, and introduce very detailed information of each cultural 
group” (Lee, 2009, p. 12). In other words, multicultural education should connect 
learning to “the world outside of our classroom” (Au, 2009, p. 251). To this end, 
“multicultural education should seek to draw on the knowledge, perspectives, and voices 
of the actual communities being studied” (Au, 2009, p. 248). Volk argues that 
multicultural music education should emphasize “teaching of a broad spectrum of music 
cultures in the music curriculum, primarily focusing on ethno-cultural characteristics” 
(Volk, 1998, p. 4). In this manner multicultural education would bring students the true 
images of different cultural groups and their lives (Dolby, 2012).  
In conclusion, liberal theories not only offer a way of understanding cultural 
diversity in general, but also provide significant and specific insight into the nature and 
extent of multicultural education. Because of their ability to deal with the concepts and 
principles of equality and social justice as I have summarized above, liberal theories point 
to the important issues that concern many multicultural educators (Au, 2009; Dolby, 
2012; Lee, 2009; Goldman, 2011).  
            This connection between multicultural education and liberal theory is clearly 
evident in Lee’s ideas regarding the purpose of multicultural education, which she 
explains is “to help us deal equitably with all the cultural and racial differences that you 
find in the human family” (2009, p. 10). This idea is echoed at nearly every turn in 
multicultural education. According to Dolby (2012), we should convey “a message of 
social justice, equality, and equity” (p. 1). We should reduce “racism and ethnic 
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discrimination;” and help to build “a society that includes all people on an equal footing” 
(Lee, 2009, p. 10). These ideas about multicultural education have clear liberal origins 
and should therefore be developed within a liberal theoretical framework.   
Chinese Music Education 
Philosophies and political ideologies. Curriculum content and instructional 
methods are influenced by values and ideologies shared by the larger communities from 
which they stem; they can be understood as symbolic representations of certain cultural 
traditions, societal structures, philosophical assumptions, and political ideologies 
(Bowman, 2002; Pinar, 1995; Munley, 1999). Thus, before exploring the various 
representations of ethnic themes in Chinese music textbooks, it is imperative to examine 
China’s most influential philosophical assumptions and political ideologies.  
Confucius: Music education as moral education. Confucius，孔子 (551–476 
BCE), is a towering figure in Chinese culture. His philosophical thoughts on music 
education have remained vital for over two thousand years. Confucius recognized that 
music could serve important social functions while enhancing the harmony of a society; 
he emphasized that the highest significance of music was its inner power for maintaining 
social order (Ho, 2004; Yu, 2003). The foundations of this theory, as well as its profound 
significance, can be perceived from the following philosophical positions.   
Confucius believed in music’s power “to edify citizens,” “to purify their heart,” 
and “to perfect the entire social culture,” a power which would eventually contribute to 
the harmony of the society (Yu, 2003, p. 151). Only good music, however, was able to 
perform this idealistic task. From Confucius’s point of view, good music must embrace a 
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beautiful outer form and a perfect inner content. According to this idea, the perfect 
content of good music must praise morality and noble manners that he described as 礼
［Li], an element necessary for social harmony. He also believed that music with both 
beautiful form and content held the power “to calm and please people” and was able “to 
harmonize the relationship between the individual and society” (Cai, 2003, p. 67).  
Confucius also recognized the importance of music within the ancient educational 
system. He considered music to be indispensible knowledge for any “erudite man” or 
social officer who could successfully and efficiently serve the emperor in the 
development of the country (Cai, 2003, p. 69). Confucius advocated that “to strengthen a 
country, it desires noble men who master Li—noble manners and social orders, music, 
archery, literature, mathematics, and the skills of navigating wagons” (Cai, 2007, p. 71). 
Traditionally, these six subjects are named 六艺［six arts］, of vital importance in the 
ancient system of higher education. Among these six arts, music had the unique power to 
enhance citizens’ morality, to educate ideal citizens, and to strengthen the country (Cai, 
2007).  
Confucius’s philosophy not only revealed the value of music for humanity, but 
also recognized the benefits of music for consolidating a society. Confucius 
acknowledged the power of music to influence people spiritually and morally. He 
concentrated on the social function and moral power of music and its potential as a 
political tool for an ideal society. Confucian philosophical thought has influenced many 
aspects of China’s contemporary music education including curriculum contents, 
pedagogies, and educational policies (Ho, 2010; Ho & Law, 2004, 2011). My study shall 
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demonstrate how Confucius’s philosophies influence the myriad ways that Chinese ethnic 
music materials are selected in the government-designed textbooks.  
Chairman Mao’s political ideologies. Along with Confucius, Chairman Mao 
(1893–1976) is an extremely important figure in formulating China’s music education 
philosophies and policies. In a broad sense, his chief contribution to these philosophies 
was to combine both Confucian and Marxist philosophies and to apply them when 
developing the modern education system. Mao emphasized the importance of music in 
the moral education of an ideal young socialist. He declared that China’s education 
should ensure that every individual would be developed morally, intellectually, and 
physically, so that he or she would become qualified workers for the social needs of the 
new China; this would enable him or her to carry on the traditions and spirit of 
communism in the future (Mao, 1957). From Mao’s perspective, the aim of moral 
education was to strengthen the individual’s Communist ideology by cultivating the “red 
spirit” of the citizens. This “red spirit,” a reference to Communism and Marxism, could 
be cultivated through a moral education that included music education as a central 
component (Mao, 1957).  
Influenced by Mao’s political philosophies, one of the most pervasive themes in 
China’s music education is the praise of Chinese nationalism, Communism, Marxism, 
and socialism (Brand, 2003; Ma, 2002; Ho, 2004, 2010; Ho & Law, 2011). As Yao 
(2004) describes it, Chinese Communism has been presented fundamentally as a moral 
norm in music education, and a music class is an important way for children to learn to 
love their country, to develop communist ideologies, and to cultivate socialism. Hence, 
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the primary function of Chinese music education is to further the dominant political 
ideology (Brand, 2003).  
Government issued policies on arts and music education. Mao’s Communist 
ideologies are clearly outlined in the policies and standardizations of arts and music 
education. In 1989 the Ministry of Education produced National School Arts Education 
Proposals (1989–2000), 全国艺术教育总体规划 1989－2000, declaring that arts 
education should aim to “strengthen socialist civilization.” In 1999 The State Council’s 
Policies and Decisions Regarding Further Reformation of Fundamental Education 中共
中央国务院关于教育改⾰革全⾯面推进素质教育的决定 stated that arts education was vital 
for developing a modern socialist society; that arts education should face modernism, 
internationalism, and the future of the country; that arts education should serve the 
establishment of the modern socialist society and serve the people; that arts education 
should be aligned with social practices; and that it should cultivate builders and citizens 
of a socialist state.   
On July 25, 2002, the Ministry of Education launched  The Instructional Policies 
of School Arts Education, ??艺术????规??MOE, 2005). To state it simply, this 
policy explains that arts education is essential in school education, and it emphasizes that 
arts education should be developed by following the political ideology of Karl Marx and 
Mao Zedong. In addition to the general policies on education discussed above, there are 
also three important policies specific to music education: 1. 九年义务教育全日制初级
中学音乐教学大纲[Nine-Year Compulsory Education Middle School Music Education 
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Instructional Outlines] (MOE, 2005), 2. 九年义务教育全日制小学音乐教学大纲  
[Nine-Year Compulsory Education Elementary School Music Education Instructional 
Outlines] (MOE, 2005), and 3. 义务教育音乐课程标准［The Music Curriculum 
Standardization For Compulsory Education] (MOE, 2011). The first two national 
outlines for elementary and middle music education declare that “the aim of [K1–9] 
music education is to use the specialty of music education to pass on patriotism” (2005, 
p. 1). In achieving this goal, the outline requires that three songs must be learned in music 
class: (a) “Singing for [the] motherland;  (b) No communists, no new China; and (c) 
China’s national song” (2005, p. 3). The outline asserts that “these required songs for 
K7–9 [are] aimed to strengthen education for patriotism, collectivism, and socialism ” 
(2005, p. 4).  
In 2011 the Ministry of Education issued 义务教育音乐课程标准［The Music 
Curriculum Standardization For Compulsory Education], the most important national 
music education policy in mainland China. The crucial points related to this study are as 
follows: “this standardization is made on the basis of the value system of socialism” 
(MOE, 2011, p. 1), and the value of music education is to provide aesthetic experience, to 
perfect morals, to enlighten wisdom, to enhance the ability of creativity, to pass on 
national arts, to increase the understanding of diverse world music, to enhance friendship 
and communication between [different groups of] people, and to build a harmonious 
society (MOE, 2011, p. 1). 
The standardization also recognizes the ethnic diversification of China. It outlines 
the main principles of music education: “to cultivate the nation’s musical traditions and 
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to understand musical and cultural diversity” (MOE, 2011, p. 1). In doing this, “music 
education should emphasize the musical traditions of each ethnic group” (MOE, 2011, p. 
1), and “students should be familiar with and be devoted to the motherland’s diverse 
musical cultures; it should enhance their passions to their nation; it should cultivate their 
patriotism” (MOE, 2011, p. 4). To achieve these goals “music materials should involve 
those outstanding Chinese music works that can reflect the development of a new age and 
the social activities of a modern China” (MOE, 2011, p. 4).   
From the Communist point of view, the main goal of multicultural music 
education is “to cultivate patriotism.” Music education is believed to be “at the core of 
cultivating socialist builders and successors” (MOE, 2011, p. 1). This goal is achieved by 
studying “the [selected] music works that praise motherland’s natural scenery, people, 
history, culture, and development of the new society” (MOE, 2011, p. 7). Clearly these 
listed values and functions of music education are closely aligned with Mao’s ideas. 
Indeed, the selected musical materials in China’s music textbooks and curriculum 
contents closely reflect the central government’s philosophical and political ideologies 
(Brand, 2003; Kraus, 1989; Reimer, 1989; Yeh, 2001).  
Chinese ethnic music education. In addition to pursuing the music education 
policies summarized above, Chinese music educators also encourage the integration of 
ethnic music in the classroom. They declare that involving ethnic musical traditions is 
important in school education to enrich Chinese music culture as a whole, to protect and 
pass on diverse ethnic music traditions, to enrich students’ music experiences, to cultivate 
national esteem, to encourage collectivism, and to enhance friendship between different 
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ethnic groups (Chen, 2013; Wei, 2002; Wang; 2006; Xu, 2007; Ye & Liu, 2005). 
In many respects, this integration of China’s ethnic music has been insufficiently 
implemented. First, the scope of selected ethnic music remains rather limited and 
exclusive. Second, the selected learning contents have not been systematically organized 
(Ye & Liu, 2005). As Ke (2009) describes it, the quantity of the selected ethnic musical 
materials in textbooks is rather small. He views this as one of the primary obstacles for 
music education in China. The ethnic music materials need to be improved before a new 
system of ethnic music education can be established (Ke, 2009). Determining what 
should be included in the music textbooks is crucial and requires further study (Xie & 
Zhang, 2012).  
Moreover, Chinese scholars argue that qualified instructors are needed: teachers 
must realize that every ethnic culture desires equal respect in the classroom, and therefore 
ethnic bias should be avoided (Bao, 2009; Huang, 2002; Liang, 2009). Teacher training 
and pedagogy, particularly in teaching ethnic music, are crucial and must be strengthened 
(Wang, 2006). Many factors contribute to the problems related to ethnic music education 
in China. These include shortages of school funding supporting ethnic music education, 
insufficient time devoted to ethnic music learning, and shortages of ethnic musical 
instruments, recordings, and specialists (Xu, 2007; Wang, 2006; Yang & Zhao, 2008; 
Zheng, 2009).  
Chinese scholars further emphasize the recognition of China’s ethnic cultural 
diversity and its accurate representation in the music classroom. They consider 
government-issued policies, theoretical foundations, curriculum contents, textbook 
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designs, and teacher training to be important elements in ethnic music education. They 
also believe that, in order to truly reflect ethnic cultural diversity, all of these elements 
must be reformed and improved, and that more research and data with this specific focus 
is needed in music education. (L. Z. Fan, 2002; W. Fan, 2004; Xu, 2010; Zhong, 2007). 
This existing literature provides valuable information for the current study. The 
authors of these studies have highlighted many problems in China’s ethnic music 
education, most notably the shortage of adequate study contents. They fail, however, to 
offer insight into the ways that ethnic musical materials are presented in the government-
designed music textbooks that largely determine the subjects and content of China’s 
school ethnic music education. More critically, they neglect to suggest possible causes for 
many of the problems they uncover, while at the same time failing to make connections 
between the inadequacies of the classroom and broader Chinese ethnic policies. My study 
shall address this need. It shall examine the ethnic musical themes selected in the 
textbooks and discover the cultural expressions they signify. In this way, my study shall 
help to understand how a more equitable and authentic kind of cultural diversity might be 
achieved in China’s music education.  
Chinese ethnic minorities 
            Chinese ethnic groups: 民族 , nationality. From the 1950s to the ‘90s, fifty-six 
Chinese ethnic groups were identified based on Stalinist theories of nation and nationality 
that define a nation as “a historically constituted, stable community of people, formed on 
the basis of a common language, territory, economic life, and psychological make-up 
manifested in a common culture” (Stalin, 1913). The fifty-five ethnic groups are given 
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the name 少数民族, meaning ethnic minority.  
            Communists believe that the Han ethnicity is more developed than other ethnic 
groups based on orthodox Marxist-Leninist development theory, which describes five 
stages of a society: primitive, slave, feudal, capitalist, and socialist (Harrell, 2002). Han 
elites and Communists believe that “minorities just emerging from a primitive or slave 
economy based on more generalized reciprocity are unlikely to be able to succeed” (Fei, 
1989, p. 299). The Communists also believe that they should guide other ethnic groups to 
help them develop more quickly (Fei, 1989; Gladney, 1991). 
In terms of relationship with ethnic groups, the Communists rejected both “the 
empire model, in which ethnic groups were legally unequal, and the nation-state model, 
in which equality was based on the real or promised erasure of ethnic distinction” 
(Harrell, 2002, p. 31). Instead, they settled on the idea of 中华民族多元一体, meaning a 
unified Chinese nation with diverse nationalities (Fei, 1989). Within this unified nation, 
the Chinese government controls all ethnic minorities and the Central Communist Party 
always maintains a position of dominance (Fei, 1989; Ma, 2010). The specific meaning 
of the government’s claim for a unified nation with diverse nationalities is most clearly 
exemplified by their ethnic policies.  
  China’s ethnic policies. In order to enhance the relationship with China’s 
minority groups and to strengthen the unity of the nation, the State Council of the PRC, a 
branch of the PRC’s Central People’s Government, formulated a series of policies before 
2009. The most influential policies up to that point had included中国少数民族政策及其
实践［Chinese Ethnic Minority Policies and Practices］(SCOPRC, 1999) and 中国的
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民族政策与各民族共同发展［Chinese Ethnic Policies On Developing All Ethnic 
Groups］(SCOPRC, 2009). The main principles of the Chinese Ethnic Minority Policies 
and Practices policies presented by the China State Council are as follows: China is “a 
unified multinational country,” will “develop friendship with all ethnic groups and 
strengthen the unity of the country,” will “accelerate economical and social development 
in ethnic regions,” and will “protect and develop ethnic cultures” (SCOPRC, 1999).  
In 2009 the State Council of PRC launched its latest ethnic policies that outline 
the main principles in about twenty-four thousand Chinese words. The main ideas are 
that “China is a country with diverse ethnic groups and the Chinese nation is united by 
diverse ethnic groups” and “every ethnic group is equal.” China will “strengthen and 
develop the unity of all people from every ethnic group,” “ insist and perfect ethnic, 
regional self-autonomy,” “accelerate economical and social development in ethnic 
regions,” “protect and develop ethnic cultures,” and “educate ethnic elites for leadership” 
(SCOPRC, 2009, p. 1).  
This policy (2009) also declares that “Chinese ethnic policies fit the Chinese 
situation while accommodating the rights of people from all ethnic groups; [the policy] is 
praised by every ethnic group,” “guided by this policy, Chinese ethnic minorities protect 
the unity of the nation, [they] protect the stability of the society, [and they] protect good 
will between ethnic groups,” and “under the leadership of the Chinese Communist Party 
[CCP], [we] ensure the unity of each ethnic group . . . [and] we work towards the greater 
goal of building a wealthy, modern, socialist society” (p. 8). 
Political scholar Portman (2010) analyzed China’s ethnic polices and concluded 
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that “regulatory and policy pronouncements extolling the virtues of diversity are 
combined with practices and policies emphasizing the importance of the unitary state” 
and that “China’s laws and policies on minority and religion reflect the central 
government’s preoccupation with matters of national integrity, unity of nationalities, and 
resistance to separatism” (p. 115). My study shall discover how these ethnic policies are 
reflected through the representation of ethnic cultures in the government-designed 
textbooks. 
Nationalism and national integration. The ideologies of Chinese nationalism 
articulate a “unique expression in the unity secured by Mao through Marxist ideology in 
establishing the PRC” and restate that “Mao’s nationalism stressed patriotism through 
loyalty to the nation” (Liew & Smith, p. 4; Unger, 1996; Zheng, 1999). From the 
beginning, “nationalism functioned or was manipulated by the Chinese Communist Party 
[CCP] to foster the legitimacy of the party” in leading the ethnic diversified country 
(Nelson, 2003, p. 262). The CCP recognizes “the potential of nationalism as more than an 
instrument for achieving political and social stability” (Zheng, 2009, p. 6).  
China’s cultural form of nationalism strengthens the unification of the nation as a 
whole, which then encourages the national integration of diverse ethnic groups (Hillman, 
2003).  National integration refers to the many ways that different cultural groups interact 
and complement each other within a large societal system such as China (Mackerras, 
2003). During the process of integration, many small cultural groups must change their 
values, loyalties, morals, expectations, and political ideologies toward a new belief 
system—one decided by the cultural group in the dominant position. Therefore ethnic 
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groups must convert to the dominant nationality (Portman, 2010). Because the CCP is 
“extremely anxious about the dangers of disintegration of the PRC,” it enforces national 
integration of diverse ethnic groups (He, 2003, p. 16).  
Mackerras (2003) gives three reasons for the importance of Chinese minorities’ 
quest for national integration: “their potential for aspiring to independence from China; 
their locations near China’s national borders; and the significant differences in the 
cultures of some of them from the culture of the dominant Han people” (p. 148). As a 
result, “Chinese leaders have continued to stress national integration and strengthen 
national identity to maintain national unity” (He, 2003, p. 16).  
The CCP believes that national integration will strengthen nation building. In the 
twentieth century, the CCP has enforced the integration of minority nationalities so well 
as to enable China to function as a unified nation-state (Mackerras, 2003; He, 2003). 
There exists, however, a “tension between Chinese nationalism and the political will of 
Chinese leaders to undertake democratization,” and the leadership sees “nationalism as 
essential to its priority of maintaining national unity” (He, 2003, p. 171). “Chinese state 
nationalism firmly opposes democratization, which they see as a threat to China’s control 
of the territories and hence to national unity” (He, 2003, p. 170). My study shall explore 
how these political ideologies impact the many ways that ethnic music is represented in 
the music textbooks. 
            Public representation of ethnic cultures. Gladney (1991) examined how 
Chinese popular public media, films, paintings, and national entertainment programs 
represent Chinese ethnic minorities. He points out that Chinese minority groups have 
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been considered as representatives of earlier forms of society; in contrast, the Han are 
considered as more developed, the examples minorities should follow (Gladney, 1991). 
He further argued that the PRC has declared itself as a democratic multinational country. 
In fact, however, minorities are treated as the other in contrast to the Han. In public 
media, Chinese minorities are often represented as exotic, colorful, and primitive, as 
opposed to the majority Han, whose culture is portrayed as the pinnacle of morality, 
solidarity, civility, and modernity (Gladney, 1991).   
        In this sense, “cultural diversity in areas such as costume and consumption is seen 
as acceptable.” While “local variations in dress, food and housing are touted as exemplars 
of China’s policies of multiculturalism . . . issues of education, language, and religions 
give rise to sensitive questions” (Portman, 2010, p. 67). In order to explain how the 
representation of minorities serves the privileged culture of a dominant group, Schein 
adopted Edward Said’s notion of “orientalism” (Schein, 2000). As Schein argued, 
orientalism—the process of detoxifying representations of other peoples in hegemonic 
fashion—is not solely a practice of Westerners, but the urban Han Chinese indulge in 
“internal orientalism,” producing representations of non-Han minority people in a manner 
that portrays them as exotic, erotic, infantilized foils to the modernity of the Han (Schein, 
2000).  
        Moreover, the CCP enforced a kind of cultural standardization among ethnic 
locals, one derived from the efforts of elites and the CCP to stimulate the project of 
cultural integration (Sutton, 2007). In fact, many minority cultures are becoming 
increasingly similar to the Han Chinese, a tendency promoted by the Communist political 
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powers (Brown, 2007). As a result, “cultural integration” gained ground in China 
(Watson, 1993, p. 4).  
        Not only Western scholars, but also Chinese scholars have noticed cultural 
integration between ethnic minorities and Han. As Fei (1989) states, “in recent decades . . 
. sanitization proceeds apace on the cultural front, as people trade their original language, 
economy, and customs for those of the generic ‘Chinese peasant,’ known as Han customs 
and culture” (p. 30). He further explained that the Han culture and behavioral norm— 汉
族文化［Han culture]—has already become the standardized national culture and those 
social elites and intellectuals “espouse a particular model of culture—socialist, modern, 
and educated Chinese” (Fei, 1989, p. 308).   
            The function of education. The function of education in dealing with ethnic 
groups is well documented in some of the national policies. The 国务院关于深化改革加
快发展民族教育的决定 [The State Council’s Decisions on Accelerating the Revolution 
and the Development of Ethnic Education] posit that “our country is a socialist country 
built upon diverse ethnic groups. To strengthen ethnic friendship, national unity . . . is the 
duty of every ethnic group.” “To strengthen ethnic unity and friendship [should be] in 
school as moral education. It should be in every level, every kind, and every grade of 
school education.” To this end, “the most important [study] contents should be patriotism 
[as] moral education.” The curriculum should also “strengthen the history that every 
ethnic group work together, under the leadership of the CCP, to develop and build the 
great socialist country” (SCOPRC, 2002, p. 2). According to another national policy, 学
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校 民 族 团 结 教 育 指导纲要 [Instructional Outlines of Ethnic Friendship and 
Unity in School Education], China has to make sure that “every field of school education 
strengthens ethnic friendship, national unity, and anti-ethnic separation.” “Education on 
ethnic friendship and unity is required in the curriculum by the government as special 
education, a core part of school education” (MOE, 2008, p. 2). These policies aim to 
strengthen a national unity and political integrity in Chinese education system, built upon 
the ideologies and values of the dominant Han ethnicity and the Communists. My study 
shall investigate how these political principles affect the national music textbooks.  
Scholars recognized the role of education in Chinese ethnic policies and came to 
the conclusion that education plays an important role in forging the unity of the country, 
which is described as educational integration (Mackerras, 2004). China’s schools are 
believed to serve as “cadre training, building national integrity and unity of nationalities, 
and the exercise of Party leadership” (Portman, 2010, p. 7). As Mackerras (2004) puts it, 
China’s education system “appears to make a significant contribution towards promoting 
national integration” (p. 164).  
In order to achieve such political goals, Mackerras (2004) observed that Mandarin 
is the official teaching language, and the curriculum teaches loyalty to the Chinese nation 
as a whole, while the cultural content of minorities is either missing and under-
represented. Postiglione (1999) pointed out that the cultural differences of diverse ethnic 
traditions and practices are “not fully reflected in the content of schooling” (p. 17). 
China’s central government attempts to devalue the cultural and political ideologies of 
minorities and to generalize hegemonic interpretations of the Communist value of 民族 
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[nationality] in a unified Chinese nation (Unger, 1997). 
In conclusion, education is an important way to consolidate a unified Chinese 
nation (Fei, 1989). In the Chinese education system “national forms of commonality are 
being constructed,” and “the central Chinese government has viewed the curriculum as a 
tool to build a unified, patriotic, and party-loving national culture” (Kipnis, 2012, p. 735). 
I postulate that Chinese music education might also be guided by the national policies, 
and I seek to discover how political ideologies affect the ways that Chinese ethnic 
minority’s music is represented in the national music textbooks.  
Summary  
The literature review involves four sections: (a) cultural diversity in school music 
education, (b) cultural diversity in education—a sociological and liberalist perspective, 
(c) Chinese music education, and (d) China’s ethnic minorities. I have discussed each of 
these sections including their principal topics in relation to my study. In the section on 
cultural diversity in school music education, I have examined the significant issue of why 
cultural diversity should be promoted in music education in the first place.  
Previous research forms the philosophical foundation of my study, and it also 
corroborates the significance of my study in the field. Another focus of this section is to 
discuss how to ensure the cultural accuracy and authenticity of music materials when 
studying diverse cultures. In doing so, I have addressed how best to present a musical 
culture outside of its original cultural context—which kinds of music materials should be 
selected in the music textbooks, and so on. These questions are important to my study, 
because I use the theoretical framework of authenticity as part of my evaluation of 
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textbooks. Based on the theories of authenticity, my study seeks to discover how Chinese 
ethnic cultures and musics are represented in China’s music textbooks.  
The section on cultural diversity in education from a sociological and liberalist 
perspective provides a sociological angle from which the issues in achieving cultural 
diversity in education within a multicultural society are examined. This body of literature 
is important to my study since it outlines the principal problems that a multicultural 
society, such as China, is likely to encounter in its education system. Along these lines, in 
this section I also demonstrated the theories of liberalism related to cultural diversity. I 
focused on two tenets of the liberal theories, equal concern and liberal neutrality—the 
two tenets that provide insights into the particular tensions inherent in multicultural 
education. I employ the two theories of liberalism as part of the theoretical framework of 
my study. Based on these theories, my research findings shall analyze and discuss the 
myriad problems confronting Chinese ethnic music education today.  
The section of Chinese music education provides the most influential 
philosophical and political ideologies of China’s music education. Any understanding of 
the underpinnings of China’s contemporary music education must begin with Confucian 
philosophy and Chairman Mao’s political ideologies. These ideologies provide the 
philosophical and political foundation of China’s contemporary music education. My 
study further investigates how these ideologies have shaped Chinese approaches to ethnic 
music. Additionally, in this section, I provided an overview of the central government’s 
policies of arts and music education. These important policies influence the goals of 
China’s music education as well as the means and methods of achieving these goals. 
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They unavoidably influence the ways that China’s ethnic musical cultures are 
represented. The specific nature of this influence tended to be overlooked, and my study 
therefore fills an important gap in the scholarship surrounding Chinese music education.  
Finally, in this section, I included the research of Chinese ethnic music education 
conducted by Chinese scholars that recognizes the many shortfalls in China’s ethnic 
music education. Although none of this previous research directly addressed the content 
of the government-designed music textbooks, scholars have indicated that such research 
is needed in order to improve cultural diversity in China’s music education system. This 
previous research has not only helped me to understand the some of the problems of 
China’s ethnic music education, but it has also played a significant role in the rationale of 
my study. 
The section of China’s ethnic minorities provides insight into China’s 
representation of ethnic minorities. This section involves the topics of the PRC’s methods 
for distinguishing ethnic nationalities, the important governmental ethnic policies, the 
PRC’s use of nationalism to forge national integration, China’s public presentation of 
Chinese ethnic minorities, and finally, the function of education in enhancing national 
integration. Previous research findings are important to my study subject since they 
demonstrate the Chinese government’s political ideologies and strategies in terms of its 
relationship with ethnic groups. These findings explain the issues found in the public 
representation of ethnic cultures, and they identify the problems in China’s ethnic 
education in general. All of these research findings will play a significant role in 
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understanding the ways that ethnic music and cultures are represented in the music 
curriculum.  
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Chapter 3: Methodology 
Introduction  
In this chapter, I shall discuss my methodology incorporating the following 
subjects: (a) rationale for research methodology, (b) overview of research design, (c) 
description of the research sample, (d) methods of data collection, (e) data analysis and 
synthesis, (f) trustworthiness and objectivity, (g) discussion of ethical issues, (h) 
limitations of the study. I shall conclude with a summary of the chapter.   
Rationale for Research Methodology 
Rationale for choosing qualitative research method. Qualitative research 
“consists of a set of interpretive material practices” that attempt to make sense of the 
phenomenal world (Denzin & Lincoln, 2005, p. 3). Qualitative research emphasizes “a 
complex detailed understanding of the issue” being studied (Creswell, 2007, p. 40). In 
general, a qualitative study is “grounded in an essentially constructivist philosophical 
position, in the sense that it is concerned with how the complexities of the sociocultural 
world are experienced, interpreted, and understood in a particular context and at a 
particular point in time” (Bloomberg & Volpe, 2008, p. 108).   
In contrast with qualitative research, quantitative research emphasizes statistical 
analyses and quantitative measurements (Orcher, 2005). It uses standardized statistical 
tests as data collection process that should be fully planned in advance (Bloomberg & 
Volpe, 2008; Orcher, 2005). In most cases, quantitative research findings are “reduced to 
numbers, typically scores or frequency counts that can be analyzed with statistical 
methods” (Orcher, 2005, p. 40). 
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My study aims to understand how China’s government and scholars frequently 
represent China’s ethnic musical traditions by widely used music textbooks in the PRC. 
Such a study needs a complex and in-depth understanding of the social, cultural, and 
political issues associated with this central question. For this reason, qualitative study is 
most suitable for my research problem.  
Rationale for choosing document analysis. To be more specific, within a 
framework of qualitative inquiry, I apply the method of document analysis, a type of 
empirical observation based on the systematic procedure of evaluating and interpreting 
written records (Johnson & Reynolds, 2011). Although document analysis may be used in 
conjunction with other methodologies, in a qualitative research project it may also be 
used as a stand-alone method of inquiry. This method is most effective in cases in which 
the research goals demand an investigation of written materials in order to provide 
evidences for a particular line of inquiry (Bowen, 2009).  
            Such is the case in the present study, which investigates how the central 
government-designed music textbooks represent Chinese ethnic musical traditions, as 
well as how cultural, philosophical, and political ideologies are represented by the 
selected ethnic musical materials. In this case, the music textbooks themselves offer 
written evidence providing the most objective and direct avenue into this area of inquiry.  
            Although other methodologies, such as interviews and observations, might reveal 
how the music textbooks are used in music classes, these two methods of inquiry are not 
ideally suited to the purpose of this study. Interviews explore teachers’ and students’ 
personal perspectives and experiences with music textbooks; that method of observation 
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records musical experience in classroom from an objective stance. Ultimately, however, 
this study is about how the textbooks represent ethnic culture, rather than how they are 
used in the classroom. For this reason, the most effective method for achieving my 
research purpose of interpreting the music textbooks is document analysis.  
Overview of Research Design  
In this research, I investigate the central issue of how Chinese ethnic musical 
traditions are presented in government-designed music textbooks. I employ principles of 
content analysis in order to understand this issue. The procedures involve: (a) selecting 
samples, (b) synthesizing the selected materials and determining the relevance to the 
study topic, (c) developing coding rules, (d) choosing predefined concepts as codes 
including explicit and implicit concepts, (e) finding interactive concepts as codes through 
analyzing data, (f) counting the frequency of the concepts, (g) synthesizing the codes into 
larger categories, (h) developing final themes, (i) interpreting and discussing the 
emerging themes, and (j) reporting research findings. 
Description of Research Sample 
 Sampling method. My study aims to understand the many ways in which China’s 
government and scholars frequently represent China’s ethnic musical traditions by widely 
used music textbooks in the PRC. As mentioned in chapter 1, many different series of 
music textbooks are approved by the Curriculum and Textbooks Designing Centre 
(CTDC) at the Ministry of Education. These various series of music textbooks are 
designed and published by various publishers. In order to best present my study, I shall 
employ a purposeful sampling method to select one particular series of music textbooks 
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that best demonstrates how China’s ethnic themes are emphasized in the government-
designed music textbooks. This method is also known as a criterion-based selection 
method (Creswell, 2007; Phelps, 2005). In the present context, this means that the 
sample, a particular series of music textbooks, will be collected as data based on a set of 
established criteria that I shall outline below.  
  Criteria Methods for selection. The purpose of the study is to investigate the 
many ways that Chinese ethnic musical traditions are represented in the government-
designed K1–9 music textbooks. Since many different series of music textbooks are 
published in mainland China, a set of criteria is established to choose one series of 
textbooks as data. To be considered as such, the selected textbooks must meet the 
following requirements: 1) The textbooks must be approved by the CTDC at MOE, 2) 
Textbooks must be designed for elementary and middle school education, and 3) The 
selected textbooks need to be directly designed and published by the publisher belonging 
to the MOE.  
   First, the selected music textbooks as data must be approved by the CTDC at 
MOE. According to the policies issued by MOE, only those music textbooks approved by 
the CTDC can be published nationally in mainland China and considered national 
textbooks (MOE, 2011). In contrast to national textbooks, there are also regional 
textbooks designed by regional local school districts. These textbooks are not approved 
by the CTDC and cannot be published nationally. They can be only used to coordinate 
with national music textbooks in local schools. Therefore, the national textbooks widely 
used in mainland China can best demonstrate how China’s ethnic music cultures are 
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presented to the country’s students. The music textbooks approved by the CTDC of the 
MOE and published nationally suit the study purpose.   
  The second criterion requires that music textbooks need to be designed and used 
for middle and elementary school education. In China, K1–9 education (elementary and 
middle school education) is compulsory. Children are required to attend school free of 
charge in most parts of mainland China, excepting those areas in the remote mountain-
villages where no schools exist. For this reason, the textbooks for K1–9 compulsory 
education best illustrate how the Chinese students learn China’s diverse ethnic music 
cultures. 
  The third criterion suggests that the selected music textbooks need to be designed 
and published by a publisher belonging to the MOE. There are eight publishers in total 
that have designed and published national music textbooks—those textbooks approved by 
the CTDC and meeting the national requirements, standardization, and policies for 
Chinese music education. Only the textbooks designed by a publisher belonging to the 
MOE would best demonstrate the extent of the Chinese government’s influence in ethnic 
music education. In addition, such textbooks would best illustrate the central question of 
my study: how Chinese political ideologies and Han culture impact on ethnic musical 
representation in national music textbooks. Due to these reasons, I selected the textbooks 
published by the People’s Education Press, the publisher that belongs to the Ministry of 
Education and is in charge of designing and publishing national textbooks on behalf of 
the MOE.  
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Methods of Data Collection  
As explained earlier, my study addresses how China’s government and scholars 
frequently represent China’s ethnic musical traditions in these widely used music 
textbooks. My study applies the methodology of document analysis, a type of empirical 
observation based on the systematic procedure of evaluating and interpreting written 
records (Johnson & Reynolds, 2011). I examine eighteen music textbooks published by 
the People’s Education Press and nationally used for the elementary and middle schools 
(K1–9). In these music textbooks, musical material is collected as data when it contains 
or presents one of the following elements: the names of ethnic groups, ethnic cultural 
traditions, ethnic festivals and holidays, ethnic musical activities, ethnic musical 
instruments, or ethnic songs. Musical materials are collected if these ethnic themes are 
represented or referenced in the title of a music work, song lyrics, pedagogical 
instructions, drawings, or photographs.  
In addition to the eighteen textbooks, I also collect and examine the three national 
music education standardization and instructional outlines issued by the Ministry of 
Education. These official documents include the 义务教育音乐课程标准[ National 
Music Curriculum Standardization For Compulsory Education ] (MOE, 2011), 九年义务
教育全日制初级中学音乐教学大纲[Nine-Year Compulsory Education Middle School 
Music Education Instructional Outlines] (MOE, 2005), and九年义务教育全日制小学
音乐教学大纲  [Nine-Year Compulsory Education Elementary School Music Education 
Instructional Outlines] (MOE, 2005).   
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Additionally, I consult relevant PRC government ethnic policies in order to 
support the hypotheses and arguments of the proposed study. These ethnic policies issued 
by the State Council of the PRC include中国少数民族政策及其实践［Chinese Ethnic 
Minority Policies and Practices］(SCOPRC, 1999) and 中国的民族政策与各民族共同
发展［Chinese Ethnic Policies On Developing All Ethnic Groups］(SCOPRC, 2009). 
The primary goal in analyzing these documents is to determine how Chinese government 
policies influence the representation of ethnic musical cultures in government-designed 
textbooks, particularly in view of the conflict between the stated goals of ethnic cultural 
diversity and the PRC’s more urgent agenda of national unity.  
All these documents can be easily obtained. The music textbooks can be 
purchased in bookstores; the relevant national education policies are found in an 
authoritative educational online database of the Ministry of Education; and the ethnic 
policies are retrieved from the official websites of the Central People’s Government of 
PRC. The online databases are given in my references and I have stored all of these data 
in my personal office.   
Data Analysis and Synthesis 
Data analysis will incorporate inductive data analysis (Glesne, 2011). During the 
early process of inductive data analysis, the collected information and transcripts will be 
organized by data type and shall be reviewed to generate an overall meaning of data. The 
data types will include compositional texts (melodies), song lyrics, pedagogical 
instructions, literature, photos, and drawings. The later inductive data analyses are 
conducted based on the content analysis principles using the procedures outlined below.  
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            The first step: to establish the codes. Before beginning the coding procedure, 
rules shall be established in order to determine the codes for the selected materials. The 
codes shall be concepts emerging from my research questions. To be precise, I shall use 
Weber’s explicit and implicit concepts (1990). The explicit concepts shall be the specific 
words, phrases, and terms used in the selected texts. In order to select and use explicit 
concepts, I shall adopt pre-defined sets of concepts and be flexible in looking for new 
significant concepts in the selected musical texts.  
During this stage of coding, the frequency of the concepts will be noted; those 
words with similar meanings as the codes shall be considered as re-appearances of the 
codes. For example, if the phrase “a happy life” were to appear in the text, it would be 
coded in the same category as the word “happiness.” By examining the appearance and 
frequency of the concepts, I can explore the significant information and knowledge of 
ethnic music cultures introduced to students and can determine the focus and unspoken 
intention of ethnic music representations. In order to examine the selected contexts 
effectively, I shall also use implicit concepts that are not concrete words or phrases used 
in selected contexts as outlined by Weber (1990). Busch et al. (2012) argue that, in order 
to use implicit concepts as codes, a series of transition rules should be developed to 
minimize subjectivity in the coding process. For my study, I shall use implicit concepts to 
examine music pieces, drawings, and photographs.  
In order to minimize subjectivity, I shall follow these procedures: the music 
pieces shall be coded by the keys, scales, and instrumentations; the composers shall be 
coded by the family names; and the photographs and drawings shall be coded by their 
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main themes, such as racing, dancing, or natural scenery. This information regarding 
music, composers, and photographs is significant to understanding the research questions. 
It will indicate which kinds of musical materials are selected in the music textbooks in 
terms of their authenticity—that is, their ability to represent one’s music culture in its 
own manner. Coding this information through implicit concepts can answer the question 
regarding how cultural differences of ethnic music traditions are represented. In short, 
both explicit and implicit codes shall indicate the specific ways that ethnic musical 
cultures are introduced to students.  
The second step: to organize data by the codes. During this procedure, data 
shall be rearranged by pre-established codes to produce initial text segments. At this point 
of the study, original segments are developed. Consequently, analytic techniques is used 
to investigate complex interactions of factors among these segments in order to 
recombine the initial segments into broader categories to produce a larger level of 
emerging themes. This coding process generates thick descriptions--in situ--to describe 
the details of music textbooks and the specific musical materials. This description allows 
readers to imagine they are reading the textbooks; in situ descriptions will also contribute 
in-depth understanding to the data and will validate data as suggested by Creswell (2007) 
and Merriam (1998).  
The third step: to develop themes. Based on the coding process, the final 
themes shall be developed to present the study topic from multiple perspectives with 
holistic accounts, meaning that each theme shall contain multiple forms of evidence in 
order to understand the research issue based on multiple realities from diverse 
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perspectives. Interpretive inquiry shall be conducted to investigate the meanings of the 
data to produce an overall understanding of the study topic. The interpretation process 
shall involve contrasting research findings with existing research literature—the literature 
summarized in chapter two and given in the reference section. Furthermore, this process, 
known as assertions, shall produce propositional generalization involving the researcher’s 
own conclusions drawn from collected data (Creswell, 2008 and Yin, 2009). Since this 
portion of the study reports my own standpoint, it will be self-reflective and reflexive 
Interpretations may produce inconclusive discussions leading to new questions for further 
study. 
The fourth step: to produce the final report. In the final report, detailed 
descriptions about the collected data and background information shall be presented first 
and shall be followed by data analysis and interpretations (assertions). In the conclusion, 
description, analysis, and interpretation shall be presented in a thematic, narrative form—
the process attempts to limit personal bias and maintain objectivity (Glesne, 2011).  
Trustworthiness and Objectivity  
According to Philips (2008), trustworthiness and objectivity refer to the validity 
of the data collection process. Trustworthiness and objectivity are associated with the use 
of research instruments independent from a researcher’s personal perceptions and 
preferences (Patton, 2002). A researcher, however, is also a kind of data collection 
instrument, so that personal bias is inevitably involved during the research processes 
(Kolbe & Burnett, 1991).  
To ensure objectivity in qualitative research is to ensure that, as much as possible, 
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the final study findings are derived from research experiences and the objective 
informants rather than from the personal preferences and interests of the researcher 
(Kolbe & Burnett, 1991) and will be helpful for readers to produce their own 
generalizations of the research findings (Stake, 1995). 
In order to ensure objectivity of my study findings I shall apply the following 
strategies:    
1. I use audit trail to provide detailed descriptions of the procedures involved in 
data collection, analysis, and decision-making. In the previous sections of data collection 
and analysis, I have explained the actual steps I shall follow to collect and analyze data. 
Accordingly, audit trail shall allow readers to trace the course of the study step by step 
(Shenton, 2004).  
2. In using external audit (Creswell, 2008), I shall consult two qualified Chinese 
scholars in the data collecting and coding processes. One of the scholars, Professor Guo 
Shengjian, is a well-respected music educator and professor teaching at the ??师??
? Hunan Normal University. The other scholar, Yongshou Du, is the editor at the 
People’s Education Press that designed and published the music textbooks I am 
analyzing. These two scholars are familiar with the Chinese music education system in 
general and the contents of the music textbooks specifically. They can check the accuracy 
of the information I have gathered from the textbooks, and check the English translations 
of Chinese terms used in my study. As a matter of fact, I have consulted both Professor 
Guo and Du during the early stage of my research. I have explained my research purpose, 
questions, theoretical frameworks, and methodologies to these scholars and have received 
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some feedback from them. I kept in contact with them during the procedure of data 
collection and analysis.  
3. I am aware of my personal bias. In qualitative research, the researcher is a key 
instrument and the researcher would bring his/her own “worldviews, paradigms, or sets 
of beliefs to the research project” (Creswell, 2008, p. 15). Clarifying these biases through 
reflexivity, self-awareness, and self-reflection during the processes of data collection, 
coding, and analysis shall help readers understand the researcher’s position (Phillips, 
2008). This shall also enhance the validity of the data (Creswell, 2008).  
            I am aware of that my own cultural and educational background my personal 
interests associated with China’s ethnic minority’s music would influence any judgment 
in coding and analyzing data. In this case, I would like to clarify my potential bias and 
explicate how I, a Han musician, found this research subject significant.  
            Since first grade, all Chinese students are indoctrinated with the idea that China is 
a single unified nation composed of fifty-six ethnic groups; the ethnic minority’s cultural 
and political rights are just as equal as those of the Han’s; and the ethnic minority’s 
cultural traditions should be well preserved and respected. These ideals sound glorious. 
What I have experienced in China, however, is almost the opposite. I cannot recall 
learning nearly as much ethnic music as Han in school, and the term Chinese national 
music mainly refers to Han music. When Chinese scholars argue that the Chinese 
government is engaged in presenting ethnic music and culture in education, I became 
very curious and suspicious, although I believed ethnic music education is improving at 
some level. But, I questioned how contemporary Chinese music education involves 
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ethnic minority’s culture, and then I decided to investigate the government-designed 
national music textbooks.  
            When collecting the data, I was concerned I might overlook any selected ethnic 
music materials. In order to limit the possibility of my missing data, I read through the 
eighteen textbooks many times and examined every page, piece, images, pedagogical 
instructions to collect data. When I was coding the data, I followed the principle and rules 
of document analysis to category the data by codes. I also consulted external scholars to 
check the accuracy of coding results. All of these efforts have efficiently controlled my 
potential personal bias.                 
Discussion of Ethical Issues  
In qualitative research, ethical issues refer to the confidentiality and the protection 
of participants; any risks to participants need to be carefully handled (Creswell, 2007; 
Bloomberg and Volpe, 2008; Glesne, 2011; Marshall & Rossman, 2006; Merriam, 1998). 
Those ethical considerations are vital of concern in qualitative research in general 
(Creswell, 2007; Bloomberg and Volpe, 2008; Glesne, 2011; Marshall & Rossman, 2006; 
Merriam, 1998). In my study, I only examine written records and documents. Although 
my study does not involve any human subjects as research participants or interviewees, 
my study is ethical and takes ethical issues into account.  
The textbooks and other documents I examined were considered as my 
participants. They were treated with respect and sincerity since I understood I was 
ethically responsible to those people who design, teach, and study them.  In the coding 
process, I was careful to discover the facts embodied in these documents; in the finding 
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report, I ensured the fidelity of the data when they were transformed into a narrative in 
English. I deal with personal bias with caution, as I explained earlier, and enforced 
objectivity and trustfulness in every step of the study.  
Limitations of the Study 
            All qualitative research designs contain limiting conditions to some extent 
(Creswell, 2007; Glesne, 2011). It also contains some limitations derived from its specific 
research design. First of all, because data collection and analysis ultimately depend on the 
researchers’ own perspectives, judgments, and choices, “qualitative studies in general are 
limited by researcher subjectivity” (Bloomberg and Volpe, 2008, p. 109). As a key 
research instrument, the researcher would bring his/her own “worldviews, paradigms, or 
sets of beliefs to the research project” (Creswell, 2008, p. 15). In this case, to be aware of 
personal bias in the research is required.  
            As regards my study, I have given much thought to clarifying my personal bias 
and controlling my own subjectivity in data collection and analysis. I am aware that my 
study only uses document analysis as research method and does not involve interviews 
and observations. By only using this one data collection method in a qualitative study, a 
researcher’s personal bias might weaken the trustworthiness of the research results. 
Accordingly, I carefully handle the issue of my own bias in data collection and analysis. I 
use many methods to ensure credibility and trustworthiness. To be more specific, I am 
self-reflective during the process of data collection and analysis. I consult Chinese 
scholars to check the accuracy of collected data. I report my personal background to 
clarify my positions and perceptions.   
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            In qualitative studies, “by way of thick, rich description, as well as detailed 
information regarding the context and background of the study, it was anticipated that 
knowledge could be assessed for its applicability and applied appropriately in other 
contexts” (Bloomberg & Volpe, 2008, p. 110). In my research findings, I provide the 
textbooks’ background information. I explain the principles the designers and editors 
followed in designing the textbooks. I provide the national instructions formulated by the 
MOE—those national instructions followed by the CTDC to approve music textbooks as 
national textbooks. All of this background information enhances the implication of my 
study.  
Summary of the Chapter  
In this chapter, I have provided detailed procedures for the data collection and 
analysis, and justified this method as a valid qualitative research approach, specifically 
focusing on document analysis. I have explained the rationale for choosing document 
analysis. In order to best understand the central issues addressed in my study, I used three 
criteria to choose one particular series of music textbooks. The documents collected as 
data involve not only textbooks but also most relevant ethnic polices and national music 
education outlines. In the process of data analysis, I shall follow four steps as outlined 
above: (a) to establish the codes, (b) to organize data into large segments by the codes, (c) 
to develop themes, and (d) to produce a final report. I shall ensure the trustworthiness and 
objectivity in data analysis by using audit trial, peer review, and external audit, as well as 
by clarifying my personal bias. I explained how I control my personal bias in the study in 
order to deal with ethical issues and enhance the implications of this study. 
	  	  
78 
Chapter 4 Research Findings 
Introduction  
         This study aims to understand how the Chinese government and scholars 
frequently represent China’s ethnic musical traditions in these widely used music 
textbooks. In order to best achieve the research purpose, this study uses document 
analysis to analyze written records including the eighteen textbooks, 音乐 [Musi], three 
national music education standardization and instructional outlines issued by MOE, and  
two relevant ethnic policies issued by the State Council of the PRC.  
            The purpose of this chapter is to present research findings that are supported by 
the detailed information gained from those documents. These findings are organized by 
the research questions into three groups as follows: 
            1. The sixty-seven pieces of ethnic music constitute eleven percent of total pieces 
included in the eighteen textbooks. Twenty-four ethnic groups are represented by this 
selected ethnic music. A majority (seventy-five) of these selected ethnic pieces were 
adapted or composed rather than being traditional tunes. The majority (eighty-eight 
percent) of the selected pieces are taught by the appreciation and singing. 
            2. The sixty-seven ethnic pieces were analyzed for cultural themes. The cultural 
themes embedded in the selected music can be identified as follows: (a) twenty-three 
pieces on the happy lives of ethnic people, (b) sixteen pieces on one’s passion for one’s 
own ethnic group and mother country, (c) six on friendship among ethnic groups, (d) five 
on the beautiful natural scenery of ethnic lands, (e) four about the bravery of ethnic 
people, (f) four pieces celebrating traditional ethnic holidays, and  (g) four on the subject 
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of romantic love. 
            3. The majority (eighty-five percent) of the selected pieces demonstrate cultural 
and political ideologies that emphasize (a) the ethnic friendship and the unity of the 
multinational country, (b) praise for the Communist party and the establishment of the 
PRC, and (c) patriotism—passion for one’s own ethnic group as well as for the country. 
          Each of these groups of findings is supported by discussions. Detailed information 
as evidence objectively derived from documents is provided in order to explain each 
finding. Various types of evidence obtained from the documents shall be included. This 
method is thick descriptions—in situ (Geetrz, 1973; Merriam, 1998)—to describe the 
details of the data from different angles. This kind of description shall contribute in-depth 
understanding to the data and shall validate data (Creswell, 2007). In the case of the 
present study, the purpose of using thick and detailed description is to make the readers 
feel as though they are actually involved in the study process, reading the textbooks 
themselves. Therefore, readers shall gain a better understanding of these textbooks.   
          In short, the goal of this chapter is to present, in a narrative and organized way, 
research findings associated with the research questions. Citations and quotations from 
pedagogical instructions, song lyrics, and relevant national policies are included in 
research findings. Descriptions of paintings, drawings, photographs, composers, study 
contexts, and other relevant information shall also be provided to explain research 
findings and to reveal the richness and complexity of the subject matter from different 
perspectives.  
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Representing Findings 
          Finding 1:  Sixty-seven pieces of ethnic music represent eleven percent of the 
total pieces included in the eighteen textbooks. Twenty-four ethnic groups are 
represented by these ethnic pieces. A majority (seventy-five percent) of these works are 
adapted or composed rather than being traditional tunes. The majority (eighty-eight 
percent) are taught by the methods appreciation and singing.  
          The details of this first research finding are discussed in the following categories: 
(a) the quantity of selected ethnic music, (b) the number of ethnic groups represented, (c) 
the ways in which selected music are composed, and (d) how ethnic music is taught. 
          The quantity of ethnic music. As I have explained in the previous chapter, I am 
using the K1 through 9 eighteen textbooks published by the People’s Education Press. 
This series of textbooks largely can be divided into two different categories by their 
notation systems: one uses Western staff notation and the other uses Chinese notation 
(numbers). Each category has both color as well as black and white print. Regardless of 
the notation system and print color, the study contents are exactly the same. The model I 
use for this study is Chinese notation and printed in color.  
          Except those for K1–2, most of the eighteen textbooks contain somewhere 
between fifty-seven and sixty-three pages of study contents plus two pages of tests and 
self-evaluation. In total, the eighteen music textbooks contain sixty-seven pieces that 
present an ethnic theme. Of the total of six hundred and forty-eight pieces incorporated in 
these eighteen textbooks, the selected ethnic music takes up eleven percent of the study 
contents. These ethnic works are not evenly distributed in every textbook; some 
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textbooks have as many as eleven pieces and others have as few as one.  
          The quantity of ethnic groups represented. From the 1950s to the 1990s, fifty-six 
Chinese ethnic groups were identified based on Stalinist theories of nation and 
nationality. These theories define a nation as “a historically constituted, stable 
community of people, formed on the basis of a common language, territory, economic 
life, and psychological make-up manifested in a common culture” (Stalin, 1913). The 
largest of these ethnic groups is the 汉［Han], who account for about ninety-four percent 
of China’s population; the remaining fifty-five ethnic groups comprise about six percent 
of the Chinese population. These fifty-five ethnic groups are given the name 少数民族 
[ethnic minority].  
  Twenty-four ethnic minority groups are represented in the eighteen textbooks. In 
other words, about fifty-seven percent of the ethnic minority groups are found in Chinese 
music education; music and cultural traditions of the other forty-three percent are totally 
missing from the textbooks. The following twenty-four ethnic groups are found in the 
textbooks: 蒙古族 [the Mongol] (eleven pieces), 傣族 [the Dai] (ten pieces), 彝族 [The 
Yi] (eight pieces), 藏族 [the Tibet] (six pieces), 维吾尔族 [the Uygur] (five pieces), 苗族 
[the Miao] (four pieces), 哈萨克族 [the Kazak] (two pieces), 侗族 [the Tung] (two 
pieces), 壮族[the Zhuang] (two pieces), 土家族 [the Tujia] (two pieces), 达斡尔族 [the 
Daur] (two pieces) , 鄂伦春族 [the Oroqen] (one piece), 仡佬族 [the Gelo] (one piece), 
布依族[the Bouyei] (one piece), 赫哲族 [the Hezhe] (one piece), 柯尔克孜族 [the 
Kirgiz] (one piece), 僳僳族 [the Lisu] (one piece), 仫佬族 [the Mulam] (one piece), 羌族 
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[the Qiang] (one piece), 塔吉克族 [the Tajik] (one piece), 佤族 [the Wa] (one piece), 乌
孜别克族 [the Ouzbek] (one piece), 哈尼族 [the Hani] (one piece), and 瑶族 [the Yao] 
(one piece).  
In addition to those pieces given with the ethnic groups they present, there are 
also pieces that only indicate a large geographic region. One piece, “Lives of Northern 
Ethnic Groups,” emphasizes all of the ethnic groups living in the north of China. Another 
one, “All Little Friends from Each Ethnic Group are Gathered,” emphasizes all ethnic 
groups.  
            The composers, compositions, and adaptions of the selected music. In the 
textbooks, under the title of every music piece, Chinese words show the ethnic origins of 
the music, the compositional methods, and composers’ names. In terms of the ethnic 
origins and composition methods, the ethnic music can be divided into four categories: 
(a) traditional music from an ethnic group, (b) music adapted from an ethnic group with 
newly created lyrics, (c) music in which both lyrics and melodies are newly created, and 
(d) music with questionable ethnic origins, meaning that some pieces claim to be 
traditional music from certain ethnic groups, however the details of their lyrics strongly 
indicate they are created after the PRC was established. 
The first category, traditional music from a certain ethnic group, shows in Chinese 
words such as 蒙古族民歌, meaning Mongolian folk music. In this category no 
composer is involved, since the music is traditionally passed on through generations. 
Seventeen pieces belong in this first category. In the second category, melody is adopted 
from ethnic folk tunes, lyrics are newly created, and occasionally new instrumentation is 
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involved. This category shows in Chinese such as蒙古族民歌 [Mongolian folk music], 
某人改编，编词，配器 [adapted, lyrics, or instrumentation]. Twenty-one pieces fit this 
category. Among these twenty-one pieces, only two are adapted by composers with the 
same ethnic cultural background (their names indicate this). Other pieces are adapted or 
composed by composers with a Han cultural background.  
The third category includes works newly composed and based on ethnic themes. 
This category is labeled by Chinese words such as 某人作曲, 作词 [composed by, lyrics 
by]. Twenty-six pieces are composed in this way, and only two of those were created by 
composers with the same ethnic cultural background. The fourth category includes the 
pieces that claim to be traditional music from certain ethnic groups. The details of the 
lyrics, however, suggest that these lyrics were newly created after 1949 rather than 
traditionally passed down through generations. The lyrics extol the establishment of the 
PRC, the Communist party, the red flag, the Liberty Army, and Chairman Mao. 
Therefore, their ethnic origins are suspect. Three pieces fit this category.  
In conclusion, a total sixty-seven pieces in the textbooks present ethnic themes. 
Seventy-seven percent, fifty pieces, are composed, adapted, and altered by composers. 
Twenty-two percent of them, fifteen pieces, are considered as ethnic folk music, with 
supposedly no changes in both melodies and lyrics. 
          The ways ethnic music is taught. According to the 义务教育音乐课程标准 
[ National Music Curriculum Standardization For Compulsory Education ] (MOE, 
2011), the music curriculum should focus on “experiences, imitation, discovery, [and] 
incorporation” (p. 3). To follow these instructions, the textbooks stress singing, 
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appreciation, musical knowledge, learning instruments, reading fairytales, and 
performances, composition, as well as tests and self-evaluation.  
          Of the ethnic pieces, thirty-five ethnic pieces are used for appreciation, twenty-
two pieces for singing, five pieces for learning instruments, three for singing and 
performances, and two pieces for selective listening. In addition, from K3 through K9, at 
the end of each textbook are found two pages of tests and self-evaluation.  
          According to the teaching instructions in the textbooks, appreciation usually 
incorporates concertos, symphonies, orchestral and choral music, and operas; singing 
means learning songs; learning instruments means to play a segment of a piece with an 
instrument chosen by the student; singing and performance involve instructions to play or 
dance based on the contents of the music; and selective singing is to choose what to listen 
to or sing. Additionally, the test and self-evaluation always include knowledge about 
ethnic music in two forms. First is 连线［connection], meaning to connect two parts. 
One part usually gives instruments or songs from an ethnic group and the other is the 
name of ethnic groups (figure 2). Second is填空 [fill in the blank], indicating to fill in 
the blank with the right answer  (figure 3).  
	  	  
85 
 
 
Figure 2, example of connection. 
 
Figure 3, example of filling in the blank. 
          Fifty-seven of these pieces have drawings, and ten pieces have photographs 
attempting to illustrate the cultural contexts of the pieces. Themes of the drawings 
include beautiful scenery, ethnic tribes, happy children singing and dancing, and 
traditional ethnic housing, depending on the contents of the music. These drawings are 
not real paintings; they are computer generated (figure 4). Only two copies of an actual 
painting appear and those two illustrate how ethnic people gathered and played their 
traditional music (figure 5). In addition, some photographs are taken of Han children 
wearing ethnic costumes, dancing, and singing (figure 6), and ethnic people gathered 
playing their traditional music and singing (figure 7).  
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Figure 4, computer-generated pictures of ethnic scenery.  
 
Figure 5, copy of real painting on the Yi people dancing and singing. 
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Figure 6, Han children wearing Uyghur costumes, dancing. 
 
Figure 7, Uyghur people playing their traditional instruments. 
	  	  
88 
          Finding 2: Sixty-seven pieces of ethnic music were analyzed for cultural themes. 
Cultural themes embedded in those pieces can be grouped as follows: (a) twenty-three 
pieces on the happy lives of ethnic people, (b) sixteen pieces on one’s passion to one’s 
own ethnic group and mother country, (c) six pieces on friendship among ethnic groups, 
(d) five pieces on beautiful natural scenery found in the regions of the ethnic groups, (e) 
four pieces celebrating traditional ethnic holidays, (f) four pieces that praise the bravery 
of ethnic people, (g) four pieces that center on romantic love, and (h) five pieces with no 
clear theme. The following is a discussion of each theme. 
          Each textbook has six to eight chapters. Each chapter has a subject that the 
selected music works aim to present. Those chapters from all the textbooks involving 
ethnic music are named as follows: I love my hometown, I love my mother country; We 
are all good friends; How happy we are; Fifty-six flowers; Work is a great honor; Ethnic 
dances; Beautiful nature; Happy festivals; Nature on the West; Songs from the North; My 
mother country; Beautiful pastures; and Music of the great country. Those are the 
chapters from all textbooks that involve ethnic music. When I analyzed the cultural 
themes embedded in the ethnic music, I took into account these chapters’ names, in 
addition to the titles of pieces, song lyrics, and the pedagogical instructions.   
         The following is a discussion of cultural themes. I organize the discussions into 
each of two genres, the themes in instrumental music and themes in vocal music.  
           Themes in instrumental music. There are twenty-three pieces of instrumental 
music, and are all composed by or adapted by Han musicians. The instruments used in 
these pieces include Western instruments, such as piano, violin, marimba, flute, and 
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orchestra; Chinese instruments, such as pipa, yueqin, liuqin, yuan, and Chinese orchestra; 
and ethnic instruments, such as ethnic flutes—hulus and lusheng, as well as matouqin, a 
Mongolian string instrument with a horse head.  
           Because instrumental music does not contain lyrics, the titles and instructions of 
the pieces are important in order to explore their cultural contents. Each piece has a 
programmatic title largely indicating the theme of the piece. Five pieces describe the 
natural scenery of ethnic groups:  草原牧歌 [Shepherd Song on the Pasture ]，月光下的
凤尾竹 [Bamboos in the Moonlight]，苗岭的早晨[Morning of the Miao Mountains]，
新疆之春 [Uygur’ Spring], and 万马奔腾 [Ten Thousand Running Horses]. Four 
describe traditional ethnic holidays, 快乐的泼水节 [Happy Water Festivals]，火把节 
[Torch Festivals]，火把节之夜 [The Evening of  Torch Festival]，and那达慕之歌 
[Song of Nadamu1].  
           Five pieces describe the happy life of ethnic people and how much “ethnic people 
love their lives” : 锦鸡出山 [Beautiful Roosters Wandering on the Mountain], 快乐的罗
梭 [The Happy Yi People ], 苗家乐 [The Miao Group’s Happiness], 我有一只小芦笙 [I 
Have a Little Bamboo Flute], and 北方生活素描 [Lives on the North]. 
           Four pieces are called dance music, which, according to the pedagogical 
instructions, describe “ethnic people’s happy dancing and singing activities” (K5, first 
semester, p. 5): 竹竿舞 [Dance of Bamboo], 瑶族舞曲 [Dance Music of the Yao], 阿细
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1 Nadamu is a Mongolian traditional festival.  
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跳月[Axi Dance for Moon2], and 新疆舞曲第二号 [Uygur Dance Music, No. 2].  
          Three pieces present a passion for the mother country: 北京喜讯到边寨 [Happy 
News from Beijing to Remote Ethnic Tribes], 我爱北京天安门 [We love Beijing 
Tiananmen], and 颂祖国 [Praise for the Motherland]. One piece emphasizes romantic 
love, 阿拉木汗 [ALamuhan3]. One pieces describes the bravery of ethnic people, 草原放
牧 [Shepherd on the Pasture]. 
Themes in vocal music. The textbooks contain forty-four pieces of vocal music. 
The contents and themes embedded in vocal music can be analyzed by both their 
programmatic titles and lyrics. Different from the instrumental music that is all adapted 
or composed by Han musicians, there are fifteen ethnic folk songs, meaning that both the 
music and the lyrics are not changed. Among these ethnic folk songs, one has a theme of 
love, 玛依拉 [Mayila4]; one tells a narrative story, 乌夏克木卡姆 [Wuxiake Mukemu]; 
one is about friendship: 年轻的朋友 [Young Friends]; three  express their passions for 
hometowns, 草原就是我的家 [Pasture is my Hometown]，歌唱美丽的家乡 [Singing 
for Beautiful Hometown]，鸿雁 [Big Wild Goose]; five pieces present happiness of 
ethnic people, 多快乐啊多幸福 [How Happy, How Happy]，阿西里西 [Axilixi ]， 伊
玛呀吉松 [Yimayajisong]，金杯 [Golden Wine Cup]，打秋千 [Swings]; four do not 
have an obvious theme: 阿喽喽 [Alouou ], 牧童之歌 [Little Shepherd’s song]，不唱歌
忘记歌 [Forget How to Sing], and 小山羊 [Little Sheep].  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
2 The traditional dance and music of the Yi group. 
3 A girl’s name in the Uygur’s legend.  
4 A Uygur girl’s name. 
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           In addition to these traditional folk songs, twenty-nine songs are adapted and 
composed by Han musicians. When Han musicians create lyrics, the lyrics present the 
following themes. The first theme praises one’s hometown and expresses one’s passion to 
go there. This theme is involved in ten vocal pieces: 牧歌 [Shepherd Song]，我的家在
日喀则 [My Hometown Rigaze]，美丽的家乡 [Beautiful Hometown]， 美丽的夏牧场 
[Beautiful Summer Pasture]，天堂 [Haven]，噶达梅林 [Gadameilin5 ]，塔里木河 
[River Talimu]，青藏高原 [Qinghai-Tibetan Plateau]，乌苏里船歌 [Wusuli Fishing 
Song]，and 北方水草茂盛的家乡 [Flourishing Water-grass in Northern Hometown].  
The second theme, which emphasizes the happiness of ethnic children, is found in nine 
pieces:  娃哈哈 [Happy Children]，彝家娃娃真幸福 [How happy! The Yi Children ]，
其多咧 [All Together, Come Along]， 快乐的牧羊人 [Happy Shepherds]，吹起羌笛跳
锅庄 [Playing Flute and Dancing Guozhuang]，木鼓歌 [Wooden Drum Song]， 太阳出
来了[Sun Rise]，幸福花儿开心上［Happy Flowers Blooming on My Heart]，and 侗
家儿童多快乐 [How Happy The Tong’s Children]. 
            The third theme is friendship of ethnic groups is presented in five pieces : 各族小
朋友在一起 [Little Friends From All Ethnic Groups are Gathered],  一个妈妈的儿女 
[Sons and Daughters of the Same Mother]，举杯祝福 [Cheers and Blessing] , 爱我中华 
[Love China], and 远方的客人请你留下来［Please stay, friends from far away].  
            In addition, there are two songs on romantic love: 半个月亮爬上来 [Half Moon 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
5 A Mongolian name. 
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Rising]，and 送我一支玫瑰花 [Give Me a Rose]. The fifth theme is praise for the 
bravery of ethnic people: 勇敢的鄂伦春 [The Brave Elunchun], 猴子蒸糕 [Monkeys 
Making Cakes]，and 保护小羊 [To Protect Little Sheep].  
            In total, twenty-three pieces on the happy lives of ethnic people appear, sixteen 
pieces on passion to one’s own ethnic group and mother country, six pieces on friendship 
among ethnic groups, five pieces on beautiful natural scenery of ethnic groups, four 
pieces on traditional ethnic holidays, four pieces on the bravery of ethnic people, four 
pieces on romantic love, and five pieces with no clear theme.          
          Finding 3: The majority (eighty-five percent) of the music demonstrates 
ideologies emphasizing ethnic friendship and the unity of multinational country, praise 
for the Communist party and the establishment of the PRC, and patriotism—passion for 
one’s own ethnic group as well as for the country. These large cultural and political 
ideologies are embedded in the cultural themes represented in the textbooks and shall be 
presented by discussions of ethnic policies, national education policies, and the lyrics of 
songs.  
Ethnic friendship and the unity of the multinational country. In Chinese ethnic 
policies, the two most popular and important terms are 民族团结 [ethnic friendship and 
unity] and 统一的多民族国家 [a united multinational country]. According to Chinese 
Ethnic Minority Policies and Practices (SCOPRC, 1999),  the term 民族团结 [ethnic 
friendship and unity] means “on the basis of anti-ethnic discrimination, [China will] 
enhance and develop friendship and unity among ethnic groups.” “Every ethnic group 
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should work together for the country’s development and prosperity; should fight against 
ethnic division; should protect the unity of the country” (1999, p. 3). 
 Chinese Ethnic Policies On Developing All Ethnic Groups claims that (SCOPRC, 2009): 
“China is a united multi-national country that builds upon the efforts of people from 
different ethnic groups” (p. 2). “Han and ethnic minorities . . . all have a supreme 
political goal: to build a united country composed of diverse ethnic groups” (p. 4). “In 
China, a united multinational country, to ensure ethnic friendship is of vital significance 
for the following reasons: (a) ethnic friendship is prerequisite for the unity of the 
country . . . (b) ethnic friendship is prerequisite of a stable society . . . (c) ethnic 
friendship is prerequisite of societal development in many aspects” (2009, p. 8).  
Due to the importance of the ethnic friendship, the “Chinese government and 
Chinese citizens highly appreciate ethnic friendship and consider it to be in the supreme 
interest of all Chinese people.” Therefore “every citizen is obligated to protect the unity 
of the country and ethnic friendship” (p. 8). For such a goal, “the country shall keep 
strengthening ethnic friendship by education and shall consider ethnic friendship and 
unity as a significant part of the citizen’s moral education.” To this end, “the country 
particularly emphasizes ethnic friendship and unity in education of the youth and children 
and requires it as a important study subject in schools, classrooms, and textbooks ” (2009, 
p. 9).  
In the music textbooks, the theme of friendship and unity of ethnic groups is 
highly important and is often combined with the theme of the unity of the country. The 
following songs and lyrics demonstrate this ideology.  
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各族小朋友在一起 [Little Friends From Each Ethnic Group Are Gathered] :  
“We are like beautiful flowers blooming in the spring. We dance and sing. We play 
games. We love each other. How happy [we are] . . .”  
快乐的火把节 [Happy Torch Festival]: “The happy songs shall spread 
everywhere in the country. We all belong to a whole family, a whole family . . . ”  
侗家儿童多欢乐 [How Happy the Tong’s Children]: “The sunshine warms my 
heart. The Tong children are very happy. Let’s dance for friendship and unity . . . ”   
一个妈妈的女儿 [Daughters of The Same Mother]: “Sun and Moon are 
daughters of the same mother, her name is brightness; Tibet and Han are daughters of the 
same mother, her name is China, our mother’s name is China . . . ” 
多快乐啊多幸福 [How Happy, How happy]: “We are gathered here, How 
happy . . . We are tightly united . . . How happy, how happy . . . We love each other, How 
happy, how happy . . . ” 
举杯祝福 [Cheers and Blessing]: “We are gathered and we feel very happy . . . 
Let’s cheers for the cherish friendship;  . . . We are gathered for the same goal: to wish 
that our mother country become strong, prosperous, and wealthy. People from every 
ethnic group are united and work toward to the goal . . . ” 
爱我中华 [Love China]: “Fifty-six stars, fifty-six flowers, fifty-six ethnic 
brothers and sisters make a united family; fifty-six languages become a single phrase—
[we] love our China, [we] love our China, [we] love our China . . . ”  
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Praise for the Communist party and the establishment of the PRC. This 
ideology is embedded in the theme that describes the happiness of ethnic people. The 
lyrics, in addition to ethnic polices, emphasize that the ethnic people are looked after by 
the mother country; the Communist party and the establishment of the PRC secures the 
happiness of ethnic people. Chinese Ethnic Policies on Developing All Ethnic Groups 
(SCOPRC, 2009) contains these statements: “Nowadays, ethnic groups, ethnic areas, and 
relationships between ethnic minorities and Han are all historically dramatically 
improved” (p. 2). “The most important goal of national development decided by the 
Chinese government is to support ethnic minorities and ethnic areas for their economical 
and societal development” (p. 13). “Before the PRC was established, in most ethnic 
areas . . . economical and societal development are rather behind”; “Since the PRC was 
established, the Chinese government attempts to help ethnic people shake off poverty and 
make their lives better” (p. 13). “Due to the efforts and hard works of all people from 
every ethnic group . . . economical and societal development in ethnic areas continuously 
improves. [Ethnic people] have thoroughly got rid of privation. Ethnic people are having 
the best and happiest lives in history” (p. 13).  
In short, these ethnic policies suggest that happiness of the ethnic people is 
supported by the Communist party and the motherland. This political ideology is 
presented in the ethnic songs found in the textbooks.  The lyrics of 娃哈哈 [Happy 
Children],  created by a Han musician based on a Uygur folk tune, say “Our motherland 
is a big garden; the flowers are very bright; the warm sunshine is on our face; everybody 
has happy smiles . . . how happy we are. How happy we are.” The pedagogical 
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instructions of this song indicate that “The mood embedded in this song is vivid and 
happy, which indicates that Uygur children appreciate and praise heir happy lives” (K4, 
second semester, p. 18).  
吹起羌笛跳锅庄 [Play Flutes and Dance Kuozhuang]: “The Qiang people are so 
happy, so happy. Living on the land of mother country, the life is so happy. We can’t 
help to dance and sing.”  
幸福花儿开心上 [Happy Flowers Blooming on My Heart ]: “The red sun is 
shinning on the mountains; green grasslands is so bright; red flags are waving 
everywhere; happy flowers are blooming on my heart . . . ” In China, the red sun and red 
flags are metaphors for Chinese communists.  
举杯祝福 [Cheers and Blessing]: “We are from our hometowns; the beautiful 
scenery and happiness in the hometown is hard to forget; cheers and blessing for families 
and friends in the hometown . . . We are gathered for the same goal: to wish our mother 
country to become strong, prosperous, and wealthy; people from every ethnic group are 
united and work toward to the goal . . . ” 
乌苏里船歌 [Boating Song on the River Wusuli]: “In the forest, there are people 
laughing; the laugh make flowers blooming on the mountains; President Mao leads 
people on the way to happiness; the people’s country shall last thousands and thousands 
years.”  
远方的客人请你留下来 [Please Stay, the Guests From Far Away]: “Ripe wheat 
is dancing in the breeze, waiting for people to cut them down . . . Guests from far away 
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please stay . . . [let’s] sing for the harvest time, sing for the mother country. We need to 
sing for our happiness.” 
北方水草茂盛的家乡 [Flourishing Water-grass in the Northern Hometown]: This 
song is documented as Tibetan traditional folk music, meaning that both lyrics and 
melodies are traditional. The lyrics indicate, however, that they were created after the 
establishment of the PRC: “In the north, my hometown has enriched water and grass. 
There are a lot of cows and sheep like flowers blooming on the pasture. Every flower is 
blooming towards the Sun. We shall never forget the favor and love of the Communist 
party . . . People who experienced hunger and disaster are standing up. The People’s 
Liberation Army helped us to build our hometown. We shall never forget the favor and 
love of the Communist party.”  
Patriotism: passions for one’s own ethnic group and for the country. Ethnic 
policies state: “people from every ethnic groups should combine the passion for their own 
nation with the passion for the country” (SCOPRC, p. 11, 2009). In music education, the 
Nine-Year Compulsory Education Middle School Music Education Instructional Outlines 
(MOE, 2005) and the Nine-Year Compulsory Education Elementary School Music 
Education Instructional Outlines (MOE, 2005) claim that “the aim of music education is 
to realize the specialty of music education in cultivating patriotism.” For this purpose, the 
National Music Curriculum Standardization For Compulsory Education states that 
“music education should involve musical traditions of each ethnic group. From such 
music study, students should be familiar with and be devoted to the mother country’s 
distinguished musical cultures; [it] should enhance their passions to their own ethnic 
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group; [and it] should cultivate their passion to the country” (MOE, 2011). In doing so, 
“music works [in textbooks] should cultivate patriotism by praising the motherland’s 
natural scenery, people, history, culture, and societal development” (MOE, 2011).  
In summary, according to these policies, patriotism is clearly documented as a 
goal in China’s ethnic music education and patriotism should be presented by combining 
one’s passion for country with passion for his own ethnic group, such as praise for natural 
scenery, ethnic people, history, culture, and societal development. Themes showing the 
passion and praise of the hometown—an ethnic group include the following songs:  
草原就是我的家 [Pasture is My Hometown ]: “Colorful clouds are on the blue 
sky; I ride on my little red horse; [I] wave the whip and sing; the pasture is my home.”  
歌唱美丽的家乡[Singing for Beautiful Hometown]: “Standing on the mountain, 
looking far away. Millets and rice are turning yellow. The river is running towards the 
East. We would love to sing for this beautiful hometown . . . ”  
美丽的家乡 [Beautiful Hometown]: “There are continuous waves in the river. 
The field is like a cotton blanket. Evergreens are everywhere on the mountain . . . praise 
for Dahaner, my beautiful hometown.”   
美丽的夏牧场 [Beautiful Summer Pasture]: “On the root of Sky-mountain, by the 
River Qiabu, it is our beautiful summer pasture. Red plum is blooming. Green water is 
surrounds tribes. There is an ice-mountain peak far away and sheep are nearby. This is a 
good Kazak place for shepherds. ”  
天堂 [Haven]: “Blue sky, crystal  water, green grass, this is my home. Running 
hours, white sheep, beautiful girls, this is my home. I love you, my home. I love you, my 
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haven. I love you, my home. I love you, my haven.” 
牧歌 [Shepherd Song]: “White sheep are running on the grass, just like pearls on 
the green blanket. This endless pasture is our hometown. White clouds and blue sky is 
our tent . . . Life is such happy and free.”  
塔里木河 [River Talimu]: “River Talimu, the river in hometown, so many times 
you are in my dreams. No matter where I am, I have to sing for you . . . ” 
青藏高原[Tibet-Qinghai Plateau]: “Who brought blessing from remote time? 
Who gave hope for thousand years? Is there any song without words? There is 
unforgettable passion. I see mountains and mountains, and that is Tibant- Qinhai 
plateau.” 
There are also songs directly showing ethnic peoples’ passion and praise for the 
mother country: 
举杯祝福 [Cheers and Blessings]: “We are gathered for the same goal: to wish 
that our mother country becomes strong, prosperous, and wealthy. People from every 
ethnic group are united and work toward to the goal . . . ”  
爱我中华 [Love Our China]: “Fifty-six stars, fifty-six flowers, fifty-six ethnic 
brothers and sisters make a united family. Fifty-six languages become a single phrase—
[we] love our China, [we] love our China, [we] love our China . . . [we] build our country; 
[we] love our China . . . Fifty-six ethnic brothers and sisters, fifty-six languages become a 
single phrase—[we] love our China.” 
乌苏里船歌 [Boating Song of  the River Wusuli]: “In the forest, there are people 
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laughing; the laughs make flowers blooming on the mountain; President Mao leads 
people on the way to happiness; the people’s country shall last thousands and thousands 
years.”  
远方的客人请你留下来 [Please Stay, Friends from Far Away]: “Ripe wheat are 
dancing in the breeze, waiting for people to cut them down . . . Guests from far away 
please stay . . . [let’s] sing for the harvest time; Sing for mother country; We need to sing 
for our happiness.” 
北方水草茂盛的家乡 [Flourishing Water-grass in the Northern Hometown]: 
“We shall never forget the favor and love of the Communist party . . . People who 
experienced hunger and disaster are standing up. The Liberty Army helped us to build 
our hometown. We shall never forget the favor and love of the Communist party.” 
         In a conclusion, the study found majority (eighty-five percent) of the music 
demonstrates ideologies emphasizing ethnic friendship and the unity of multinational 
country, praise for the Communist party and the establishment of the PRC, and 
patriotism—passion for one’s own ethnic group as well as for the country. These large 
cultural and political ideologies embedded in the cultural themes are presented in the 
textbooks, ethnic policies, and national education policies.  
Summary  
The purpose of this chapter is to present research findings. The research findings 
are supported by the detailed information gained from analyzing the eighteen textbooks, 
national ethnic polices, and national music education policies. These findings are 
organized by the research questions. The three large research findings associated with the 
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research questions are as follows: 
           1. The sixty-seven pieces of ethnic music constitutes eleven percent of total pieces 
included in the eighteen textbooks. Twenty-four ethnic groups are represented by this 
selected ethnic music. A majority (seventy-five) of these ethnic pieces ware adapted or 
composed rather than being traditional tunes. The majority (eighty-eight percent) of the 
selected pieces are taught by the appreciation and singing methods.   
            2. The sixty-seven ethnic pieces are analyzed for cultural themes. The cultural 
themes embedded in the selected music can be identified as follows: (a) twenty-three 
pieces on the happy lives of ethnic people, (b) sixteen pieces on one’s passion for one’s 
own ethnic group and mother country, (c) six on friendship among ethnic groups, (d) five 
on the beautiful natural scenery of ethnic lands, (e) four about the bravery of ethnic 
people, (f) four pieces celebrating traditional ethnic holidays; and (g) four on the subject 
of romantic love. 
            3. The majority (eighty-five percent) of the selected pieces demonstrate cultural 
and political ideologies that emphasize (a) the ethnic friendship and the unity of the 
multinational country, (b) praise for the Communist party and the establishment of the 
PRC, and (c) patriotism—passion for one’s own ethnic group as well as for the country. 
           These research findings largely satisfy the research questions. The interpretation 
and discussion of research findings based on the existing literature and theoretical 
frameworks continue in Chapter 5. 
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Chapter 5 Interpretation and Discussion  
Introduction 
 The purpose of this chapter is to analyze, interpret, and synthesize these findings 
associated with existing literature and relevant Chinese policies. In addition, this chapter 
will attempt to make sense of the research findings based on two theoretical frameworks 
of the study, theories of authenticity and liberalism. To put it simply, the chapter aims to 
provide a holistic understanding of the research findings using two analytic categories 
based on theoretical frameworks. 
  In doing so, the factors taken into account in the procedures of synthesis and 
analysis include: (a) meanings and themes embedded in individual textbooks, (b) 
connections among textbooks, (c) anticipated or unanticipated connections among 
textbooks, educational policies, and national ethnic policies, (d) analysis of the research 
findings based on the theoretical frameworks, and (e) differences and similarities between 
the research findings and existing literature and Chinese policies.  
            The discussion and interpretation of research findings will be based on the 
literature that involves the issues of cultural diversity in school music education; cultural 
diversity in education from a sociological and liberalist perspective; philosophies and 
policies of Chinese music education in general and ethnic music education in particular; 
and policies and issues in Chinese ethnic minorities. The research findings reveal the 
cultural contents of the selected ethnic musical materials, the cultural ideologies they 
convey, and the unspoken educational aims they ultimately express. The present study 
gains insights into the many political and cultural challenges that currently obstruct the 
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path to true cultural diversity in Chinese music education.  
Discussion and Interpretation 
             The discussion and interpretation of the three research findings will be divided 
into two large categories based on the two theoretical frameworks of the study, the 
theories of authenticity and liberalism. Within each category, the findings will be 
interpreted, synthesized, and analyzed in association with the existing literature as well as 
with the three research questions.  
             Category 1: The way ethnic music is presented in the textbooks outside its 
original cultural context.  In this category, the research questions will be answered by a 
discussion of research findings based on the theory of authenticity. In multicultural music 
education issues of “authenticity and accurate cultural representations are of prime 
importance” (Volk, 1998, p. 87). Authentic and culturally accurate music can effectively 
cultivate deep understanding, awareness, and appreciation of music from diverse cultural 
groups (Cain, 2005; Schippers, 2009). For this reason, recent theories of authenticity 
derived from the pioneering work of Nettl, Cain, Schippers, Volk, and others will be 
applied in this study to interpret the collected data and to evaluate ethnic cultural 
expression in the government designed K1–9 textbooks.  
 The authorities—designers, composers, and the cultural standardization they 
follow. One of the main tenets of authenticity theory is that authentic music should be 
created or adapted by cultural insiders based on their own cultural standards. Quesada 
(2002) and Burton (2002) define an insider as “a recognized performer or creator of 
music within a culture” (p. 176) such as native musicians and scholars.	  	  Cultural insiders 
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may also include musicians and ethnomusicologists who may originally come from 
outside of the culture but devote a significant amount of time in studying the music 
within its cultural context. A cultural insider as a musical source person can ensure the 
authenticity in the music and provide a “cultural connection” for the outsiders to 
experience the music (Stephens, 2002, p. 134). 	  
  In the case of the national textbooks, the designing committee should involve 
cultural insiders from ethnic groups. As a matter of fact, according to one of my 
consultants, there are twenty-five designers involved in the textbooks designing 
committee; none of them was deliberately selected from ethnic minority groups or 
possessed expertise in ethnic music. In other words, it is most likely that those committee 
members are exclusively Han musicians. More importantly, the cultural standards the 
textbooks followed are well documented in（人教版）音乐教科书送审报告 [The 
report of PEP published music textbooks for the review committee].  
  The Curriculum and Textbook Designing Centre at the MOE must approve this 
report summarizing the process and contents of the textbooks before the textbooks can be 
published and nationally distributed. The report states that the designing of the textbooks 
“follows the correct political direction and insists on the correct political standpoint”; the 
contents of the textbook aim to “pass on the core value of socialism” and strengthens 
“students’ moral education” (2011, p. 1).  
  Clearly, authorities who make the decisions of the textbooks lack the relevant 
ethnic cultural background and expertise in ethnic music cultures. The cultural standards 
they follow demonstrate strong Han influences and display Communist politics that 
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determine how ethnic music is represented in textbooks.  National textbooks should 
present a common culture that is accepted and respected by all of the ethnic groups in 
China, since every “multicultural society needs a broadly shared culture to sustain it” 
(Parekh, 2006, p. 219). This kind of common culture embedded in the textbooks can be 
legitimate and valid only if each ethnic group shares an equal right to participate in 
decision-making. When the textbook designing committee consists exclusively of Han 
authorities, it eliminates voices, ideas, and perspectives from ethnic minorities. In this 
way, what the music textbooks present is not a commonly shared culture but the 
hegemonic Han culture. 
            While authorities design the textbooks from their Han perspectives, the 
composers of the selected ethnic music are mostly Han as well. Instead of basing 
selections on ethnic cultures to which the music belongs, those composers use Han, and 
even Western musical standards, to create their view of ethnic music. They fail to use 
ethnic musical materials as a unit to present ethnic cultural identities. As I shall elaborate 
in the rest of my discussion, when both designers and composers abide by Han values, 
they fail to present social and spiritual meanings embodied in ethnic cultures from which 
that music stems.  
  Cultural contents and themes in the selected music. The second tenet of the 
theory of authenticity is that authentic music historically plays a significant role in ethnic 
cultural activities, and therefore reflects specific ethnic identities and cultural 
characteristics. In this sense, authentic music should possess three characteristics: it 
should have “ancient roots in the cultural lives of the people” (Schippers, 2009, p. 41); it 
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should be created and applied “within the life of the culture”; and should “hold a niche 
from the past, to the present” (Burton, 2002, p. 176). Because people from a cultural 
group “use musical sounds in very specific ways within a defined cultural framework” 
(Palmer, 2002, p. 34), authentic music displays a group’s many distinctive characteristics 
and contributes to the maintenance of “cultural independence” (Nettl, 1998, p. 22).  
            As regards the national music textbooks, most of the selected ethnic music does 
not have a history of serving significant functions in ethnic lives; it cannot strengthen 
ethnic identity and reflect the unique cultural characteristics of ethnic people. As 
explained in finding 2, within the selected ethnic pieces, only seventeen are claimed to be 
traditional music that is historically associated with ethnic cultural activities. They, 
however, constitute only fifteen percent of the entire number of selected ethnic pieces. 
Therefore, the scope of traditional music in the textbooks is rather limited.  
            The other eighty-five percent is non-traditional music, meaning that the melodies 
are adapted or newly composed and that modern musicians create lyrics. When Han 
musicians create the lyrics, only those themes on traditional holidays and beautiful 
scenery are related to ethnic cultures. Other themes are not historically involved in any 
aspect of ethnic cultural activities and daily life; rather, the texts emphasize the ideologies 
of enhancing the ethnic friendship and the political unity of China, of extolling the CCP, 
and of cultivating patriotism. These ideologies do not demonstrate ethnic cultural 
heritage: they stem from Chinese political ethnic policies such as Chinese Ethnic 
Minority Policies and Practices (SCOPRC, 1999) and Chinese Ethnic Policies On 
Developing All Ethnic Groups (SCOPRC, 2009).                      
	  	  
107 
            In addition, many of the cultural themes emphasized in these textbooks rely on a 
strong exoticism. They stereotypically explicate ethnic cultures in a way that emphasizes 
ethnic happy life, colorful clothes, traditional holidays, and beautiful scenery. In the 
reality, however, there are many complex issues for ethnic minorities in terms of their 
ethnic social status, political power, economic development, agricultural autonomy, 
cultural rights, and educational opportunities. Those issues ethnic people still struggle 
with, and cannot be solved easily (Harrell, 2002; He, 2003; Leibold 2013; Ma, 2010; 
Portman, 2010). Instead of presenting real ethnic life, the cultural themes selected in the 
textbooks manipulate students’ thoughts by creating a fantasy world in which ethnic 
people enjoy their wonderful life and are grateful for the CCP and motherland.  These 
themes entirely ignore those complex issues in the real world. In order to enforce such a 
fantasy, instead of selecting authentic music materials, the authorities even invented 
traditions in these textbooks. Accordingly, “invented tradition,” or “invention of 
tradition,” refers to a set of practices that occur to “inculcate certain values and norm of 
behaviors by repetition, which automatically implies continuity with the past” 
(Hobsbawm, 1992, p. 1).  
            In the textbooks, three pieces claim to be traditional music from ethnic groups. 
The details of the lyrics, however, indicate that these lyrics were created after 1949 rather 
than traditionally passed down through generations. The lyrics in the piece “Flourishing 
Water-grass in the Northern Hometown” state, 
We shall never forget the favor and love of the Communist party . . . People who 
experienced hunger and disaster are standing up. The People’s Liberation Army 
helped us to build our hometown. We shall never forget the favor and love of the 
Communist party. 
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This piece claims to be Tibetan traditional music. The lyrics go on to praise the 
establishment of the PRC, the CCP, the red flag, the People’s Liberation Army, and 
Chairman Mao. Therefore, its ethnic origins are questionable. These pieces, at least their 
lyrics, were definitely created after the establishment of the PRC. It appears that when 
Han musicians adapt these ethnic traditional folksongs, they retain the original titles, but 
create the lyrics to reflect a political position. The tricky part is that these songs are 
presented as traditional folksongs. Apparently, those lyrics were contemporarily created 
to enforce patriotism in education; its claims to be cultural heritage falsely imply that 
patriotism had been a topic in Tibetan traditions from the past. In reality, however, since 
1949, there have been many serious political conflicts and issues between China’s 
government and Tibet (Central Tibetan Administration, 2015; Dhundup, 2013; Harris, 
2010). Those invented traditional ethnic music presented in the textbooks coerce students 
into believing in the ethnic groups’ allegiance to the CCP, and they neglect the real-world 
tensions between ethnic minorities and the central people’s government.  
  Overall, most of the selected ethnic music is not historically rooted in the cultural 
lives of the people whom it claims to represent and therefore remains incapable of 
accurately demonstrating ethnic cultural characteristics. Rather, they refer to stereotypical 
representations of ethnic culture in a way that creates a fantasy and exotic world by 
displaying ethnic colorful clothes, traditional holidays, beautiful scenery, happy life, and 
allegiance to the CCP. These pieces attempt to strengthen Communist ideologies of 
ethnic and national unity, as well as to enhance patriotism.  
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  Cultural contexts of the ethnic music. The third tenet of the theory of 
authenticity, according to Bruno Nettl (1998), is that authentic music should also be able 
to reflect the true contexts of the cultural groups who create and use the music. In Volk’s 
(2002) words, “where they live, what the function of music is within their society, under 
what circumstances music is transmitted in their society, what the music makers like, all 
of these things comprise the context” (p. 215).  In order to understand the ways music 
presents the true value of a culture, “the music educators’ tasks is to . . . assist [students] 
in understanding both what is happening inside the music itself and also the context’s 
impact . . . on the action of making music in that culture” (Quesada, 2002, p. 154).  
 Based on this theory, to ensure authenticity of ethnic music, textbooks need to 
involve the original cultural contexts of the music as closely as possible. The textbooks, 
however, fail in this mission. The cultural context of the selected music is introduced 
mainly by drawings, pictures, and pedagogical instructions. The drawings generated by 
computers display beautiful scenery, ethnic tribes, happy children singing and dancing, 
and traditional ethnic housing to coordinate with the content of the lyrics (see figure 3 in 
chapter 4). Two reproductions of actual paintings are included: one illustrates how Uygur 
people gathered and played their traditional music, the other shows Yi people around the 
fire dancing and singing (see figure 4 in chapter 4).  
 Some photographs are included. Most show children wearing ethnic costumes, 
dancing, and singing. These pictures show a very limited ethnic culture, since the 
children in the pictures do not look like ethnic children and the costumes they wear are 
made to look like ethnic cloth, but are not authentic (see picture 5 in chapter 4). The 
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pictures are most likely taken of some kinds of school activities: students dressing up like 
ethnic children dance and sing ethnic songs. Only a few pictures represent genuine ethnic 
cultural activities: the Miao people dancing and playing ethnic flutes— lusheng, beautiful 
scenery on the Mongolia pasture, and the Uygur people gathered in a house singing and 
playing instruments (see figure 6 in chapter 4).  
 Pedagogical instructions in the textbooks usually contain only a few sentences to 
explain ethnic habitats and specific styles of folk music. For example, for the song “Little 
Sheep” the instruction states, “The Tong people mainly inhabit the provinces of Huizhou, 
Hunan, and Guangxi. The Tong traditional folk song is the style without any instrumental 
accompaniment. The melody usually is calm and impressive, which makes it a beautiful 
flower in world music.” These short descriptions do not appear for every piece. As a 
matter of fact, most pieces lack descriptions in the textbooks. In sum, the original cultural 
contexts of the pieces demonstrated in the textbooks remain limited in scope.   
 Summary of category 1. Based on the theories of authenticity, I examined the 
ways in which China’s ethnic musical cultures have been portrayed in the government-
designed K1–9 music textbooks. I found that these textbooks represent ethnic musical 
cultures in simplified stereotypical ways, meaning that their authenticity is limited in 
many respects: most of the pieces are composed or adapted by an outsider; the music 
only keeps its original title, but melodies are newly composed or altered based on 
Western classical music theories; represented cultural themes have an exotic orientation; 
the political ideologies emphasizing patriotism and ethnic unity are embedded in the 
music; and the cultural contexts are inappropriately recreated or presented from 
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outsiders’ perspectives.  
 All of these inauthentic materials stereotypically represent ethnic people in a way 
that romanticize their features to generate a happy, peaceful, glorious world for students. 
Such inaccurate ethnic representation is derived from the fact that authorities making 
textbook selections exclusively belong to the dominant Han. They lack expertise in ethnic 
music while following core values of Han culture. More importantly, they project the 
central government’s political principles toward national ethnic education—those 
principles that serve an unspoken aim of ethnic music education by enhancing the 
country’s political and territorial unity. Ethnic musical materials selected in the national 
textbooks largely inculcate such political purposes rather than represent and preserve 
ethnic cultural sustainability for its own sake.  
 Category 2: The educational goals and cultural rights signified in the ethnic 
music. Under this category, the research questions will be answered by interpreting 
findings based on liberal theories of cultural diversity. This study utilizes two most useful 
tenets of liberal theories, liberal neutrality and equal concern, implied by many scholars 
to understand the problems and tensions inherent in a multi-cultural society (Kymlicka, 
1995, 1998; Leger, 2012; Parekh, 2006; Weir, 2010). As Parekh (2006) states, “liberalism 
is a powerful political and moral presence . . . [and] any theory of multicultural society 
must take full account of and critically engage with it” (p. 14). Since my study is rooted 
in the social and political fact that the PRC is a multicultural society, it is appropriate that 
my theoretical framework comprises liberal theories on cultural diversity.  
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 The dominant cultural and political ideologies, as well as educational goals. 
The first tenet of liberalism used in this study is liberal neutrality, which can be 
summarized as follows: within a multi-cultural society, no particular culture or value 
system holds exclusive ownership over the principles of morality or good, nor is one 
culture inherently better than another. In a multi-cultural society each culture and its 
moral virtue is equally valid, and each cultural group has the freedom to be different and 
to express such differences in the unique ways available to it (Kymlicka, 1989).  
 According to the principles of liberal neutrality, meaningful multi-cultural music 
education is attainable only when ethnic cultural characteristics and differences are 
accurately presented. As regards the PRC’s national textbooks, the selected musical 
materials diversify ethnic cultures at the surface level; they lack detailed information 
indicating cultural cohesion and inner societal relations that shape the ethnic groups, as 
well as their moral virtues, aesthetics, and spiritual meanings attributed to the music.  
 The textbooks are not able to present ethnic culture and music in their original and 
authentic manner. They fail to demonstrate respectfully cultural differences and the 
independence of diverse ethnic groups. Instead, the textbooks illustrate strong influences 
of privileged Han culture and Communist political ideologies: the ethnic friendship and 
the unity of the multinational country, praise for the CCP and the establishment of the 
PRC, and patriotism. These ideologies are encouraged in national ethnic education by the 
policies analyzed in the finding 3, as well as The State Council’s Decisions on 
Accelerating the Revolution and the Development of Ethnic Education (SCOPRC, 2002, 
p. 2) and Instructional Outlines of Ethnic Friendship and Unity in School Education 
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(MOE, 2008, p. 2).  
           These policies determine that the selected ethnic music present Communist 
cultural and political ideologies rather than the ethnicity’s own cultural values. In China, 
Han occupy a dominant position that “[is] deemed superior, dominant, and privileged” 
(Kirk & Rey, 2010, p. 11), while ethnic minorities are relegated to a subordinate position. 
In such a societal order, the Han group and Communist party possess stronger social and 
political power. Their values, virtues, aesthetics, principles, and norms function as the 
national standards and determine the overall outlook of Chinese culture. They decide 
what kind of reality students can perceive. 
            Cultural neutrality is a key in multicultural music education in China to help 
establish an equitable societal environment for all Chinese citizens. It helps to enhance 
social justice, reduce racism and discrimination, and strengthen the multinational society. 
To truly diversify ethnic cultures in national textbooks demands a recognition of equal 
values and virtues of ethnic minorities that contribute to Chinese culture as a whole. The 
fact remains that the CCP and the central government are in positions of leadership, with 
the authority to design national policies and curricula. Since those national policies aim to 
strengthen a national unity and integrity built upon the ideologies of the dominant Han 
ethnicity and the Communists, it is difficult for music textbooks truly to reflect cultural 
diversity in presenting ethnic various values and carrying out cultural neutrality.  
            The cultural rights of students. The second tenet of liberalism, equal concern, 
emphasizes the equality of individual rights. This theory necessitates that the government 
demonstrate an equal concern for all of its citizens and that each individual be treated 
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with equal respect (Au, 2009; Dolby, 2012; Dworkin, 2000; Parekh, 2006).  Advocates 
for equal concern hold that all individuals should be educated and prepared for the many 
value systems that reflect a society’s rich diversity. Further, individuals should be 
allowed to achieve a “good life,” while being permitted to follow the various individual 
paths that permit them to attain this goal (Kymlicka, 1995). In other words, under the 
doctrine of equal concern, individual rights should not be diminished “by the hegemony 
of one pattern of thought” (Weir, 2010, p. 393). 
 This study explores how the government-designed music textbooks represent 
China’s diverse ethnic musical traditions. I examined the specific way in which the 
central government encourages students to learn diverse ethnic cultures through the 
textbooks. The problem is that not every ethnic group is included in the national 
textbooks; twenty-one ethnic groups are completely missing, including their music and 
cultural traditions. The national textbooks reach students all over the country. When 
twenty-one ethnic groups and their music are missing, students from those ethnic groups 
do not have any access to their own musical culture through formal education; more 
importantly, what these students miss is seeing his/her own music and culture respected 
and feeling the pride of being included in the widely-used textbooks. Students from other 
cultural groups have limited access to the real diversity of Chinese ethnic music.  
            More importantly, the selected ethnic music materials, as discussed above, do not 
accurately introduce cultural values, characteristics, and features of each ethnic culture. 
This kind of ethnic cultural representation based on hegemonic Han values simplifies 
ethnic music, romanticizes ethnic cultures, encourages stereotypes of ethnic people, and 
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generalizes a fantasy world about ethnic lives. Music learning, however, should be 
“relevant to the larger social issues” and “exposure to various cultural expressions of the 
people” (Yung, 1996, p. 34).  
 It is very important for each student in a multicultural society such as China to 
learn his or her own cultural music, as well as that of others. Music education needs to 
provide students access to cultural and musical diversity.  In this way, music leaning 
enriches not only their immediate musical experiences, but also their lives in general. The 
kind of music learning engendered by the textbooks, however, largely limits students’ 
access to the diverse cultural values, deprives their individual rights to comprehend 
reality from different perspectives, and inculcates particular patterns of thoughts of the 
dominant Communist ideology.  
Summary of Answers to the Research Questions 
Question 1. How are ethnic musical traditions introduced to students in the 
textbooks?  In the national music textbooks, twenty-one ethnic groups are missing, 
including their music and cultural traditions. Students from those ethnic groups do not 
have access to their own musical culture through formal education; they miss seeing 
his/her own music and culture respected and feeling the pride of being included in the 
widely-used textbooks. Meanwhile, students from other cultural groups cannot learn the 
true diversity of Chinese ethnic music. More importantly, the selected ethnic music 
represents ethnic cultures at a very surface level that fails to provide an understanding of 
social activities and the cultural expressions of ethnic groups. The kind of music learning 
offered by the selected ethnic music limits the students’ access and diminishes individual 
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rights to perceive diverse cultural values. Instead, it inculcates three particular goals: to 
cultivate ethnic friendship and unity of the multi-national country, to praise the CCP and 
the PRC, and to emphasize patriotism—passion for one’s own ethnic group, as well as for 
the country.  
 Question 2. How are musical and cultural differences among ethnic 
minorities and Han-Chinese represented in the textbooks? When Han authorities 
make decisions in study contents, they represent ethnic musical cultures in simplified and 
stereotypical ways: The majority of the selected ethnic pieces are composed or adapted 
by cultural outsiders; the music keeps only its original title, but melodies are newly 
composed or altered based on Western classical music theories; the lyrics are newly 
created and present ethnic cultural themes with exotic orientation; patriotism and ethnic 
unity are primarily signified in ethnic music; and finally the ethnic cultural contexts are 
inappropriately recreated and presented from outsiders’ perspectives. The textbooks 
provide limited accuracy and authenticity of ethnic music in terms of its cultural 
characteristics, origins, contexts, and identities. As a result, the textbooks fail to truly 
diversify cultural values, moral virtues, and social norms that have emerged from ethnic 
minorities. In this way, the cultural differences and independency between ethnic 
minorities and the Han-Chinese majority presented in the textbooks remain in a limited 
scope.   
 Question 3: Whose cultural values and ideologies are signified in the selected 
ethnic musical materials and subjects of the textbooks? In China the CCP and central 
government are in positions of leadership; they have the authority to design national 
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educational and ethnic policies. The national ethnic and educational policies aim to 
strengthen national unity and integrity built upon the ideologies and values of the 
dominant Han ethnicity and the Communists. The designers must reflect those ideologies 
in their textbooks. They did not purposely attempt to weaken the accuracy of ethnic 
cultural expression, however, the textbooks fail to achieve cultural neutrality in 
presenting diverse ethnic music traditions. Instead, they inculcate what hegemonic Han 
and Communist-defined core values of moral education: patriotism, ethnic unity, and the 
political integrity of China.   
Restatement of research hypothesis  
 In chapter 1, I speculated conflicts between the goals of cultural diversity and 
those of nationalist China. Even if genuine cultural diversity had once been a goal of the 
ethnic policies formulated by the State Council of the PRC, national unity is also a goal 
and an ever-present one that exerts itself strongly against any attempt to diversify China’s 
education system. I posit that due to a nationalistic orientation, the government-designed 
music textbooks emphasize cultural integrity and unity at the expense of true diversity. 
Communist authorities and scholars present ethnic music and cultures in accordance with 
Han cultural and political ideologies. In this way, China’s music education employs the 
ethnic minority’s music to enhance ethnic integrity and to serve the political purpose of 
promoting patriotism and national unity. 
Conclusions of Research Findings         
 The analysis of the research findings based on two theoretical frameworks comes 
to the following conclusions. The Chinese central government and the CCP are very 
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concerned by ethnic separatism. They emphasize ?华?? [Chinese nationality as a 
whole] and ???? [diversity in unity]. They enforce these ideas by cultivating ethnic 
friendship and patriotism in school education and curriculum in which they inculcate 
political integrity and national unity to strengthen the nation-state. The authorities 
responsible for the textbooks stand for these Han cultural standards and Communist 
ideologies. In cases where authorities lack the relevant ethnic cultural background, they 
naturally design textbooks and select music from their own outsider’s perspectives that 
rely heavily on persistent nationalistic orientation inadequate for authentic representation.  
 As a result, the musical cultures of Chinese ethnic minorities as represented in the 
national textbooks remain largely simplified and deficient in terms of the authenticity of 
the musical materials and the efficacy of pedagogical instructions. National textbooks 
present ethnic music and culture at a very surface level that emphasizes ethnic exotic 
features and propagates stereotypical views of ethnic people. They fail to truly reflect 
diverse Chinese music cultures; rather they reflect implicit assimilation based on 
hegemonic Han cultural standards, moral virtues, value system, social norms, and 
political ideologies.  
 This kind of music education limits students’ access to China’s diverse cultural 
guises and diminishes individual rights to perceive truth from different angles. In this 
way, China’s ethnic music education ends up addressing ethnic integration and cultural 
integrity of the Chinese nationality as whole and emphasizes the political agenda of 
promoting patriotism and national unity. The textbooks mostly reflect these values as a 
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moral education, one emphasized in many national policies, rather than present ethnic 
music and cultures authentically. 
Implications and Recommendations  
 The study’s findings can help Chinese education policy makers, textbook 
designers, and music educators to consider which pedagogical strategies and educational 
contents should be improved in order to best reform the music education system in a way 
that engages the whole of China’s rich ethnic musical heritage to achieve genuine cultural 
diversity.  My study offers recommendations on the basis of the research questions, 
research findings, and conclusions. The implications and recommendations include those 
for using authentic music materials, for textbooks designers, for ethnic cultural rights, 
and for further study.  
 For authentic music materials. There is nothing wrong with national ethnic 
policies that emphasize ethnic friendship and national unity. The problems, as identified 
in this research, occur when this political goal is carried forth in education lead in a 
wrong direction and causes confusion and conflict. There should not have been conflicts 
between the goals of strengthening ethnic friendship, national unity, and representation of 
ethnic music cultures if the method was proper. My study can be used to understand the 
conflicts and suggests the use of authentic music materials to solve associated problems.  
 Music materials should present ethno-micro cultural characteristics and provide 
students the true voices of different cultural groups. The cultural differences in ethnic 
groups should be respected without discrimination; and virtues of various ethnic musics 
need to be truly presented. Learning such kinds of music materials can enhance ethnic 
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friendship and national unity, since ethnic friendship is based on ethnic understanding; 
ethnic problems are caused by fears and misunderstandings. If music textbooks truly 
present ethnic cultures, Chinese students would be able to be familiar with other ethnic 
groups’ music and appreciate their cultural traditions. In this way, music education can 
provide ethnic understanding, ease the fears and ethnic tensions, and enhance ethnic unity 
and friendship. The key is that only authentic ethnic music can accurately represent the 
cultures of ethnic minorities, lead to cultural diversity in music classroom, enhance ethnic 
friendship and understandings, and protect national unity.  
 If, for example, inauthentic music is chosen—music not involved in the cultural 
lives of the people it claims to represent—then it will remain incapable of accurately 
representing the cultural characteristics of those people, and it will therefore be unable to 
reflect the individual cultural characteristics. This is why inauthentic music can only lead 
to stereotypical depictions and limit outsiders’ appreciation of ethnic cultural traditions.   
 The study also demonstrates the need for authentic cultural contexts of the music. 
The cultural context of the music cannot be invented or inappropriately changed for any 
political or pedagogical purpose. Any inappropriate changes in representing the original 
cultural context are likely to create stereotypes of the represented ethnic group. The 
original cultural context of the music needs to be provided as much as possible. If there is 
no time in the class to introduce the original cultural contexts, the publisher can publish 
extra books along with textbooks to explain the cultures of ethnic music and encourage 
students to read them at home. Schools and teachers can also encourage music learning 
associated with other subjects, such as history and Chinese literature, which can introduce 
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ethnic cultural traditions.  
 For authorities. The study results can help the designing committee to recognize 
their roles in misrepresentation of the ethnic cultures and suggest diversification of the 
members in terms of their cultural backgrounds. Designers of the textbooks decide which 
music to choose. Designers need to involve experts in ethnic music and ethnic cultural 
studies—those experts who are ethnic cultural insiders, ethnic musicians, 
ethnomusicologists, or scholars interested in ethnic study. They can bring their insiders’ 
points of view to select the most representative and authentic ethnic music materials. 
When insiders choose music based on their own cultural standardization, they are able to 
present not only the aesthetic meanings attributed to the music, but also the shared 
musical and moral value system of the culture. It is important to diversify the committee 
and bring in different voices in order to encourage meaningful ethnic culture expressions. 
The authorities also must understand and reflect their students’ differing ethnic 
backgrounds. This means understanding the various cultural contexts of students, 
respecting their differences, and taking into account their lives, identities, and 
experiences in curriculum decisions.   
 For ethnic cultural rights. In the music textbooks, twenty-one ethnic groups are 
completely missing, including their music and cultural traditions. In addition, for those 
ethnic groups selected, some groups have as many as eleven pieces selected, and others 
as few as one. The textbooks are nationally distributed. Considering the fact that China is 
composed of fifty-six ethnic groups, the music textbooks should present this musical 
diversity. Each ethnic culture is valuable and should be introduced to Chinese students. 
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The music textbooks should evenly present fifty-six ethnic musical traditions. The 
textbooks can cluster similar musical cultures together. For example, the music from the 
Miao, the Yao, and the Yi share many similarities, so that they can be presented in one 
class. In this way, music teaching could be more efficient and save time for other music 
cultures. In short, the textbooks should respect every music culture. Every ethnic group 
has a cultural right to present its music through the formal music education system. 
Chinese students have a right to learn their own music and music of others in their formal 
education.  
 For further study. The investigation recommends further studies to enlarge the 
database to help understand the issues, problems, and tensions in Chinese multi-cultural 
music education. It has focused on the national textbooks, ethnic policies, and 
educational policies. Further studies could interview the designers to learn their 
perspectives on why they choose what they choose and the difficulties in making 
selection decisions. Future authors could also interview the teachers and students to 
discover how they like or dislike the ethnic music represented in the textbooks and which 
improvements they would like to see in the textbooks.  
Future studies could also observe the ways the textbooks are actually taught in 
music classrooms and note any problems in its use. In addition, further studies could 
address ethnic groups, such as those in Tibet, Uygur, and inner Mongolia, to investigate 
the issues and problems in maintaining their cultural heritage by formal music education, 
considering the influences of Communist politics, Han, and even Western ideologies in 
the climate of globalization.         
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Conclusion for the study 
 More than two thousand years ago, ancient Chinese sages developed a theory of 
Yin and Yang that elaborates how different norms of life can contribute and strengthen a 
unified harmonic world. That philosophy illustrates no conflict between diversity and 
unity. In contemporary China, the ethnic policy encouraged by Chinese scholars and the 
central government described as “diversity in unity” is supposed to be a positive idea. 
The authorities, however, misused the word unity and confused it with assimilation. To 
ensure diversity in unity, we need harmony not hegemony to balance different demands, 
customs, and ideologies. We need to recognize, concede, respect, and equitably present 
those culturally embedded differences derived from diverse ethnic groups of China. We 
should seek and establish a shared value system that can satisfy and address different 
needs to sustain China’s multicultural society.   
 Music education can serve as intellectual means to reach this goal by involving 
the voices and perspectives from ethnic minorities in participating in curriculum 
designing and to demonstrate authentically their various cultural norms, value systems, 
and social practices. Such ethnic cultural expression is not defined solely by the number 
of musical works presented in the national textbooks. Rather, it will be more attainable 
based on the doctrines that no particular culture and music has deemed privilege and 
virtues to decide the outlook of Chinese society; no dominant cultural and political 
ideologies should be oppressed explicitly or implicitly. China confronts predicaments in 
its institutional and legitimate claims in terms of societal justice, political equity, and 
cultural rights. Music education could serve as a good starting point to forge a harmonic 
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united world, if it can truthfully, respectfully, and authentically diversify its own ethnic 
cultures in the national textbooks.  
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